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CHAPTER I
THE STORY
The history of the legendary figure of Bluebeard is
shrouded with uncertainty arising from the conflict of fact
and fiction.

The story of Bluebeard survived the Inquisi-

tion by passing into the

n~stic

and nebulous folklore of

Brittany; various versions describing the career and final
doom of the wicked wife-slayer had been current in the oral
tradition in Southern Brittany since the middle ages. 1

The

first known published version of the legend of Bluebeard ·was
one of the stories included in Charles Perrault's Centes de
1~

Mere L'Oye in 1697.
The character and record of this wife-slayer was some-

how fastened upon an historical personage, Gilles de Laval,
Baron de Raiz, whose trial and execution for the crimes of
infanticide and crimes against the church, was one of the
sensations of the 15th Century.

Gilles de Raiz, however,

had only one wife, who survived him.

The Satanic cult to

which he adhered prescribed the sacrifice of young children
on the altar of its ritual, and the remains of over one
hundred and fifty children were found in the castles he

1Emil Harazsti, Bela Bartok, His Life and Works
(Paris: The Lyrebird Press, 1938), p. 71.

2

maintained in Brittany.

His nurderous acts becaille enmeshed

with those of the earlier "Bluebeard", and over a period of
years his reputation as the murderer of innocents was grafted to that of the notorious wife slayer.
In his penetrating biography, "The Soul of :Marshall
Gilles de Raiz," D. B. Wyndham Lewis demonstrates that the
connection between Perrault's Bluebeard and Gilles de Raiz
was an erroneous one, due to confusion in the minds of the
storytellers, the authentic Bluebeard was a sixth century
figure named Comor the Cursed, King of Brittany, ·whose seventh wife fled her husband, was caught and murdered, and
')

finally was restored to life by St. Gildas of

Rhuys.~

The

Encyclopedia Brl ttanica accepts the fact tha·t the Blue beard
legend has its locale in Brittany, but states that there are
no means of determining whether the existing traditions
connecting him with either Gilles or Cornor were anterior to
Perrault's time. 3
The Perrault version shows a marked acquaintance with
the Cornor legend.

Bluebeard, a rich lord, who had had six

wives, marries for the seventh time.

Shortly after the wed-

ding, he leaves on a journey, handing his bride the keys to

2D. B. Wyndham Lewis, The Soul of Marshall Gilles de
Raiz (London:

Eyre and Spottiswoode, 1952), p. 6.

311 Bluebeard," Encyclopedia Brittanica (11th ed.), IV,

91.

3

his castle.

The smallest key is to a secret room and she is

warned not to open the door on pain of death.

The young

woman, however, cannot contain her curiosity.

She opens the

door, enters the room, and discovers to her horror the bodies of Bluebeard's six former wives.

Almost fainting from

terror, she drops the key which becomes stained with blood.
The stain cannot be removed; when she rubs the stain off one
side, it appears on the other.
demands the key.

The husband then returns and

Seeing the stain, he condemns his wife to

death but permits her to withdraw to her room to say her
final prayers.

The lady, who meantime has sent word about

her predicament to her two brothers, thereafter plays for
time.

The brothers burst into the castle just in tiille to

rescue her and kill the wicked Bluebeard.
The figure of the wife-slayer who stores the bodies of
his victims is an old one in French tradition.

It appears in

the seventeenth century version of an older ballad known as
Renauq le teur de

fe~.

Renaud, who has already drowned

thirteen brides in the same fishpond, has the tables turned
on him by the fourteenth.

:sy a feminine ruse she gets him to

hide his eyes and then pushes him into the pond, refusing
him any aid, and using his own sword to cut the branch to
which he is clinging.4
4
Geo~frey Brereton, The Faiu Tales J2:L CllL1.±J.es
Perrault (Mlddlesex; Penguin Books Ltd., 1957), p. xxvi.

4

From the original, delightful children's fairy tale,
the story of Bluebeard has been transformed in various ways
by librettists and composers.

These transformations in-

elude the treatment of the Bluebeard story as a melodrama,
a comedy, a burlesque for ballet, and a symbolic play.

It

is not the purpose of this researcher to probe at length all
of the versions of Bluebeard, but to mention some of the
more important treatments in order to show these differing
approaches.
The rescue plot was a favorite one in the operas and
stories of the late eighteen and early nineteenth centuries,
blending emotions of suspense, personal loyalty, and triwnph
of virtue over evil in an effective dramatic pattern.5

The

story of Bluebeard was congruous with this formula and in
1789, over ninety years after the Perrault publication, the
Bluebeard legend made its first musico-dramatic appearance
in one of the

n~ny

operas by Andre Gretry, Raoul Barbe-Bleue,

with a libretto attributed to

~ichael

Sedaine.

Ludwig

Tieck, a protagonist of the Stlll:£!! und Drang movement, wrote
a number of comedies with fairy-tale titles, including
Ritter Blaubart or "Knight :Bluebeard", which dates from
1797. 6

The next treatment of the legend, in Jacques

5Donald Jay Grout, A Short History of Opera (New
Columbia University Press, 1947), p. 259.
6 George Freedley and John A. Reeves A Histor* of
the Theatre tHew York: Crown Publishers, 194T), p. 2 1-.-

York:

5

Offenbach's ballet, Barbe-Bleue, is a burlesque of Perrault's
tale with Bluebeard cast as a gay rogue with an affinity for
women.

In this riotous version, murder and magic, romance

and hilarity, are combined in a double plot which couples
the story of Bluebeard with the story of an old king,
Boliche, his daughter Hermilia, his wife, cmd a shepherdprince, Sapphire.

Blue beard he.s become bored with his

quintet of wives and disposed of them:

three collapse from

his potent kiss, the fourth simply looks at her spouse and
dies in ecstasy, and the last drinks poison prepared by his
alchemist.

Bluebeard then meets Boulotte, a lusty country

maid, and promptly marries her.

In the meantime, King

Bo-

liche has had nothing but trouble.

He has exiled his only

daughter because she wasn't a son.

Then he discovers his

unfaithful wife with five of her lovers and condemns them to
the gallows.

Saddened by his prodigal wife, the King sends

for his daughter.

During her exile Hermilia has fallen in

love with the shepherd boy, Sapphire, and now she must leave
him to return to her father's castle.

As they journey to

their respective homes, Hermilia and Bluebeard meet, as do
the two plots of the ballet.

Bluebeard, already bored with

Boulotte, assigns her to his alchemist for disposal and
quickly follows Hermilia.

At the King's castle, Sapphire

is reunited with Hermilia and everybody is happy.

That is,

until Bluebeard arrives, brandishes his sword, scares the

6

the King, kills Sapphire and turns expectantly to Hermilia.
Meanwhile, the alchemist, vTho has felt the pangs of remorse,
magically revives Bluebeard's five wives and Boulotte, and
leads them to Bluebeard, whereupon they all begin beating
him furiously.

'rhe King, with new-found courage, appeases

the women and pairs them off with his queen's five lovers,
who are conveniently on hand in court, and reunites Boulotte
with Bluebeard.

The magic alchemist restores Sapphire to

life, joining him with Hermilia.

With this mass mating, the

ballet reaches a jubilant and romantic conclusion with
everybody dancing wildly in gay rejoicing.
In marked contrast to this jocular treatment of the
wife-slayer, is the play by Maurice Maeterlinck, "Ariane
et Barbe-Bleue," in which the Bluebeard legend resumes its
original aspect, that of a tragedy of Woman.

In this ver-

sion, which Paul Dukas produced in operatic form in 1907,
the principal figure is Ariane.

Self-assured, Ariane is

consumed by the desire to free the captive women from Bluebeard's clutches.

In this she succeeds, and the prison

windows which have been sealed for .many years, fly open.
Peasants capture Bluebeard and drag hin1 into the castle so
that the women may wreak their vengeance on him.

But they

seem to have lost the ability to exercise their liberty and
loosen Bluebeard's bonds.

Ariane alone goes forth to meet

a new and unknown destiny, while the other women remain

7

with Blue beard.
Bela Balazs, the Hungarian poet, and author of Duke
Bluebeard's Castle, used Maeterlinck's three-act tragedy as
a point of departure, compressing it into a one-act drama.
There are only two characters in the play:
Judith.

Bluebeard and

As they arrive at his castle, Bluebeard inquires if

Judith would rather turn back.

The castle is a somber and

foreboding place, but Judith cannot be discouraged.

She has

made her resolution to leave her former life behind and
dedicate herself to making Bluebeard happy.

As they enter

the castle, she finds it in complete darkness and only seven
large doors are visible t o her.

The castle is without win-

dows, and to her astonishment the walls are wet and cold.
She vows to light up the castle by opening all the doors,
and to dry the castle walls with the warmth of her love.
The seven doors are locked, and Judith demands each of the
keys from Bluebeard.

With growing reluctance and mounting

protests, he surrenders to her insistent pleas, and one by
one the seven doors are opened •
.As each door is opened, it displays a scene:

(1) a

torture chamber, ( 2 ) an armory, (_. ZL)- a treasure vault, ( 4 ) a
garden, ( 5 ) Bluebeard's domain, ( 6 ) a vast lake, and ( 7 )
Bluebeard's three former wives.

Each scene at first in-

spires her with awe, which changes to horror when closer
examination reveals that everything is (J"overed with blood--

,-

8

the torture devices, the weapons, the jewels, the flowers,
the clouds, even the castle walls.

The lake that is dis-

covered behind the sixth door, :Bluebeard tells her, is a
lake of tears.

At the seventh door, Bluebeard refuses to

give Judith the key.

Finally realizing that his refusal is

to no avail, he tells her to open the door, and his three
former wives file out.

Judith, who had accused Bluebeard

of killing them, is relieved to find them alive, but soon
notices that they do not exist in an earthly sense.

She is

stunned by their beauty and majesty, and feels painfully
drab in their comrJany.

But Bluebeard tells her that the

three women are those that carne to him in the morning, noon,
and evening respectively; Judith will join them, the woman
of the night, the most beautiful of all.
who protests, but it is in vain.

Now it is Judith

He clothes her with her

new regalia as the Mistress of the Night, and with the
other wives, she disappears behind the seventh door.

Once

again, all is darkness.
The manner in which :Salazs handles the theme he derives from Maeterlinck is very original.

For that matter,

Maeterlinck's deviations from Perrault's version are just
as original.

Serge Moreux, in fact, says tha.t "'rhe theme

as treated by both librettists, owes nothing to Perrault's

9

fairy·tale. 117

This author can agree with 1Koreux, if his re-

mark refers to their psychological exploitations of the
theme.

Although

Aria~

et Barbe-i3leue is considered by

critics and essayists to be a minor work of the Belgian
master, it typifies the style and technique of his acknowledged works of genius. 8
I~eterlinck

was an advocate of Symbolism; although

he agreed with the Naturalists that every-day tragedy is 111ore
real and more in keeping with our true existence than the
tragedy of great adventures, he insisted that normally, tragedy is interior and almost completely without external
mov·ement.

:Maeterlinck aspired to a motionless drama--a

seeming contradiction of terms, but a contradiction he refused to acknowledge.

He called for a drama that concerns

itself solely with the inner life.

"I do not know," he

said, "if it is true that a static theatre is impossible.
It seems to me, even, that it exists."9

Combining this

view of drama with a philosophy of fatalism, he wrote his

7 serge Moreux, Bel<:& Bartok (London: Harvill Press,
1953), p. 104.

8 There is almost no direct mention of this play in
the criticisms and analyses of drama experts. However, the
characteristics that made him great, and that are found in
his other works, are also present in this play.
9 John Gassner, Mast~~ o{ the Drama (New York:
Random House, 1940), p. 413.

10
series of "static dramas" in which a brooding sense of futility supplants the visible action. 10 The suggestion of
feeling and the depiction of moods is everything.

In

M:aeterlinck's v-ersion of the Bluebeard story, the main
character is the woman, Ariane.

There are also seven doors,

as in Balazs' version, but behind six of them are chambers
glistening with precious stones.

The seventh, a large gold-

en door, leads to the wives' dungeon.

Ariane's motive for

coming to Bluebeard was not passionate love and a desire to
make him happy, as was Judith's, but was the desire to free
the women he had imprisoned.

She enters the seventh chamber,

not to remain forever as in Balazs' story, but to open the
windows and doors and free the prisoners.

As has been

stated above, the women she frees do not follow her.

The

conditions under which they had lived made it impossible for
them to accept their freedom.

They had lost the ability to

exercise their free will and were compelled to return to the
slavery of their previous existence, where all decisions were
made for them.

'rhe futility of their existence is shown by

this inability, and by their freeing Bluebeard from his fetters.

They are loyal only to the ideas of their master, who

alone controls their destiny.

Maeterlinck's characters are

vague and indistinct--flesh on the stage, but representing
fleshless spirits.
10 Ibid

--·

Bluebeard is the symbol of tyranny, of

ll
domination.

Arlane

lB

not the embodiment of feminine

curiosity as in Perrault's version, nor is she the selfsacrificing woman in love as is Judith, but rather is she
an ethereal creature, a phantom of the free soul.

Both

Ariane and 3luebeard are the spiritual adventures of souls,
and the ordinary facts of time and

s~ace

upon the movements of the characters.

have no

i~fluence

They exist and move

outs ide the confines of a physical uni verBe, es,ch fv.LfU.ling
his nature as he must.
!3y condensing M:aeterlinclc' s pla,y into one act,
Balazs has intensified the symbolism.

As in Maeterlinck,

the value of' 11alazs' libretto lies not in exciting dramatic
action, but in the poetic e&sence of the ballad (originally
written for declamation).

To expose all of the psychologi-

cal meanings of the drama, it is necessary to study it from
three vantage points--the overall totality, the psychological construction as embodied in the relation between Judith
and Bluebeard, and the units of each door scene.
The castle itself is of' prime importance.

It repre-

sents the "inner" man, his soul--dark, gloomy, and secret.
Bluebeard and Judith represent the etern8.1 tragedy of the
dualism of man and woman, the heavenly and earthly perspective of their souls.

rrhe poet says in the prologue of the

play that it is not only the war "outside" that will kill
us--death too is also in the soul; it is a spiritual death.

12

Thus the "action" of the play is the struggle within Man's
soul.
The psychological construction of the drama reveals
the contrasting spiritual development of the two characters.
Judith is symbolic of the passionate woman who, because of
her love, is thoroughly in the power of the man, and with
her warm protective tenderness desires to free him, to
reconcile him with life, to make him accept happiness.
Blue beard, on the other hand, is the natural man -vvho lives
his own life, and in fulfilling his nature is willing, even
obligated, to sacrifice love and happiness.
cent character, the essential

J~n,

He is the reti-

the unhappy seeker of

uncompromising truth, who in his wisdom understands life.
Bluebeard (Man) wishes to keep the secrets of his life to
himself, but Judith (Woman) imperiously demands that he hide
nothing from her.

Seeking fulfillment in her, Bluebeard

confides his secrets to her, with the exception of one,
knowing that disclosure of it would be her incorporeal demise.

It is evident in the drama that Judith's part is

similar to a decrescendo.

It plays the whole scale of emo-

tions from the height of pasr:ion at the start, to final extinction.

In contrast to this, Bluebeard from initial

quietness grows increasingly passionate, demanding entire,
unquestioning submission of the woman, and only when the
inevitable happens, and Judith is lost to him, does his

13

emotion change to complete resignation. 11
Before the curtain rises, the audience is addressed
by a figure impersonating a minstrel performing before an
aristocratic public.

The bard addresses the audience as

"lords and ladies," and poses a riddle, "Where did it hap12
pen? Where did it not happen?"
Playing upon this, the
bard suggests to his audience that there are two stages-one in front of them and one inside them.

The curtain will

ascent on the outer stage, just as their "eyelids-fringed
curtain" will raise. 13 What they will see, then, is a
happening in the outside world, but its meaning refers to
what takes place in the inner stage--that of the mind.

The

audience is to enter the region of Symbolism; behind the
veil of appearance, a fundamental truth will be hidden.
After the prologue, the play begins with Bluebeard and Judith entering the castle.

When asked if she would rather

return to her home, Judith past:ionately declares that she
will devote her life to Bluebeard; to bring light into his
life (his soul-the castle), by opening all the doors which
11
sandor Veress, "Bluebeard's Castle," Bela Bartok:
A Memorial Review, reprinted from Tempo {New York: Boosey
and Hawkes Inc., 1950), p. 38.
12
Bela Balazs, Bluebeard's Castle, The libretto, in
Hungarian with an English translation included with therecordings of the opera (New York: Bartok Records, 1955), p. 11.
13 Ibid.

14
represent the secrets of his past.
are revealed.

One by one his secrets

First the torture chamber filled with blood-

covered devices; Bluebeard is cruel and the tortures he inflicts are the mental tortures of despair.

The armory with

its bloodstained weapons, and the treasury

are the next

rooms to be revealed.

A golden light glows from the chamber

of treasures, but the jewels, also, are stained with blood.
Bluebeard, then, is a war lord and a 1naster of immense
wealth.

When the fourth door is opened it reveals a garden.

'rhis symbolizes Bluebeard as not only Tragic lvran, but also
Creative Man--the genius, the artist.

Judith reaches out

to pluck a flower, but sees with horror that the stem is
bloody; in fact, the whole garden is blood-soaked.
bolical~y,

Sym-

beauty grows from the soil of suffering; Creative

Man suffers in conceiving his aesthetic handiworks.

The

fifth door reveals Bluebeard's domain, which encompasses the
universe.

As Bluebeard says, "· •• Dawn and twilight are

contained here, Sun, moon, and stars are confined here, • •1114
Symbolically, Creative Man is .master of his cosmos--he controls his own destiny.

Step by step the two characters

have worked their way into the inner part of the castle-revealing one secret after another.

The castle has become

quite light now; the soul is bathed in the light of revelation.

This purge of the soul as it were, has a cathartic

--------14 Ibid

- - · ' p. 31.

15

effect on Ivian--i t brings a feeling of relief.

As Blue beard

says, a little earlier in the opera, "· •• Judith,

Judith~

Cooling, blissful I Is the welling up of blood from open
15
wounds."
Blue beard (Man), with a growing sense of the
fulfillment he is seeking in the woman declares:
Look, my castle is glittering now,
This is what your blessed hands did,
Blessed are your hands, blessed.l6
Bluebeard's mood changes to despair when he finally allows
Judith to open the sixth door.
tears.

It reveals a vast lake of

This is the essence of Man's world; infinite sorrow.

As if a shadow has passed over it, the hall becomes slightly darker.

Although Judith has given herself to Bluebeard,

("I have come because I love you.

I

I am here, I am yours

• • .nl7), his love does not suffice, and goaded by her

passion for total possession of his secrets she insists on
opening the last door.

With a sense of fatality, :Sluebeard

tells her to open it.

The three former wives thus revealed

have not been killed physically, but have been killed on
the "inner stage"--overpowered and consumed by Man's need
for fulfillment.

They are the source of his creative in-

spiration, symbols of idealized beauty.

15

Ibid.
---'
16 Ibid .,

__

p. 27.

17Itid

p. 27.

_.,

p. 31.

Judith has realized

that no woman can give Bluebeard joy and happiness on her
own terms.

If she tries, she destroys herself.

est secrets will not allow exposure.

Man's deep-

As was stated earlier,

Man will sacrifice everything in order to keep those secrets.
This is shown when Bluebeard tells Judith that she will join
the other wives, and seals her fate with his closing line,
saying, "And now it will be night forever ••• /Ever ••• ever".le
Judith and Bluebeard are almost static figures.
action lies in the

strug~le

Their

of emotional conflicts between

man and woman, the conflicts of seeking but not finding.
'rhrou.ghout the entire drct.ma, the blood theme, representing
physical and spiritual death, maintains the thread of tragedy,
the feeling of suffering, and the tension of clashing emotions.

The predominance of the blood motif in the drama has

been thought by some to be excessive.

Paul H. Lang, in his

criticism of the opera, sums up this viewpoint when he
says, "• •• Balazs, a. fair man of letters, was nevertheless
no lJiaeterlinck, and he messed up the book with too much
blood.

His alliterations are forced and his imagery repe-

titious • • • nl9

This investigator maintains that this very

fact is what gives the drama its poignancy.

18
19

Condensing

Ibid., p. 43.

Paul Henry Lang, "Review of Records--Bartok: Bluebeard's Castle, " The Musical_ Q,uarterly, 41:550, October, 1955.

17

the drama into one act resulted not in repetitiousness but
in intensification.

It is this "objectional element" which

Bartok himself capitalized upon.
From Perrault to Balazs, the Bluebeard legend has
undergone numerous transformations and at each stage of its
development, the legend has been made to conform to the individual expression of its authors.

Each new treatment of

the story is a study of an individual style.

Meanings are

changed and different aspects of the story are emphasized.
Balazs reduced the story to its quintessence, and told it in
his native Hungarian tongue, inherent in which is the power
to say so little, but imply so much.

It was undoubtedly

this sublety which attracted Bartok to Balazs' text.

Bartok

was steeped in the original Hungarian folk idiom, having
completely assimilated the Magyar modes, rhythms, and melodies into his own subtle style.

The symbolism of Balazs'

play lent itself ideally to .Bartok's musical expression, and
this marriage of text and music reveals the artistic power
of both men, fused into one magnificent artj_stic experience.

CH.AP'rER II
RELA.TIOlif BE'Evf.GEN STORY AND l\JIUSICAL FORIVI

Any discussion of Bartok's musical treatment of the
libretto is unthinkable without a preliminary consideration
of his musical heritage.
pects of his heritage:

There are three fundamental as(l) his absorption of the true

Hungarian folk idiom; (2) the influence of Impressionism on
his approach to form and tonal colors; and (3) his own
unique artistic ability,

"Through these influences he was

to outstrip all other modern comJlosers in the transformation
and complexities he introduced into musical forms. 1120
A peasant by race, passionate by nature but discreet

in his words and gestures, Bartok cherished the allusive
folk idiom with its intimate undertones.

Allusion, presenti-

ment, evasion, and symbol--all the mediums used by folk
poetry--had helped to show him the value of what is left
unexpressed.

Besides, the vlidely varied forms of :Magyar

poetry had given him a sense of architectural diversity.
The words of Hungarian folk songs contributed as much as
did their modal materials to initiate Bartok into that "aesthetic of atmospheres, which is the true aesthetic of impressionism." 21
20serge Moreux, Bela Bartok (London: Harvill Press,
1953), p. 84.

21

Ibid.

19

The history and development of Hungarian music, up to
Bartok's time, was dominated by Gypsy music, which had always, and mistakenly been considered the genuine Hungarian
musical language.

Many composers before !3artok--such as Haydn,

Beethoven, Brahms, and Liszt--had utilized these Gypsy tunes,
but found them limiting.

The Hungarian H.hapsodies and

Dances of these composers were products of their molding
the Gypsy music into the traditional European mode of expression.

The attitudes concerning folk music coincided

with a pedagogical "snobbery" which determined that the
"roughly hewn" folk songs first had to be "refined" before
being submitted for concert stage consumption.

Gypsy music

was limited as to its musical profoundness, which led to a
confined use in serious music.

This "blind alley" approach

affected opera as well as concert music, both in Western
Europe and in Hungary.
Emil Haraszti explains why opera literature in
Hungary cannot look back on such a glorious past as in
Italy, France, and Germany.

"The history of Hungarian

music,'' he states, "lies in the conflict of eastern melody
with Western technique.n2 2

Hungarian opera writing, start-

ing with the first opera by Joseph Ruzitska in 1822, became
very popular from the middle of the Nineteenth century on.

22Emi.l Harazsti, :Bela Bartok, His Life and Works
(Paris: The Lyrebird Press, 1938), p. 11.
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The national historic operas by Ji,ranz Erkel were performed
with great success, but he, like his contemporaries Mosonyi
and Mihalovitch, merely tried to force the Hungarian medium
into the musical patterns of either the German or Italian
style of opera.

At this point the full implication of

Haraszti's statement comes into sharp focus when it is remembered that Hungarian songs are so strongly dependent
upon the inflections of' the spoken Hungarian language that
they proscribe effective translation into the IndoEuropean languages.

Halsey Stevens puts it very succinctly

when he writes, ". • • the Hungarian language, lacking the
anacrusis, can be made to fit the melodies of Western
music only by Procrustean methods." 23

"The texts of Eastern

Europe folksongs," says Bartok, "have almost vvithout exception full word meaning; texts consisting entirely of'
meaningless syllables do not exist.

The primary purpose of'

the performers is to convey this meaning to the listener;
the melody is a secondary factor and serves only to facilitate this conveying, to decorate the procedure, and to
enhance the impression. 1124

With these words it would seem

that Bartok has presented his own case in regards to his

23 Halsey Stevens, The Li(~ and Mu~ic of Bela Bartok
(New York: Oxford University Press, 1953), p. 286.
24Bela Bartok and Albert Lord, Serbo-Croatian Folk
Songs (New York: Columbia University Press, 1951), p. 9.
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procedure, as it were, for the composition of his opera.
Bartok replaced Hungary's lack of a classical tradition
with the newly-discovered peasant music, a rich and unique
musical idiom.
B~rtok

Stevens states that, "It remained for

to show, through his sensitivity to the natural

stresses of the

Hung~rian

tongue, the possibilities of a

coupling of words and music as subtle as that of Debussy
• • •

u25

Bartok worked from the libretto by Bela Balazs,

the language of which is that of archaic poetry.

The verse

form consists of eight-syllable, four-beat lines such as
are found both in the Finnish folk epic, Kalevala, and in
the old Hungarian folk ballads (short epic poems) which
were eagerly studied at that time as specimens of the genuine, uncorrupted poetic heritage of the people. 26

The

folk idiom, naive as it may seem, conveys ideas fraught with
an over-refined, complex and abstract symbolism.

As Moreux

says, "The most surprising trait of the Hungarian folk
poetry (from the viewpoint of the rest of Europe • • • ) is
its symbolic style and its technique of allusiveness in the
use of images."27
25

26

Stevens, loc. cit.

Bela Balazs, Bluebeard's Castle, The libretto, in
Hungarian with an English translation included withthe
recordings of the opera (New York: Bartok Records, 1950),
p. 4.
27:r;roreux, Q.:Q. cit., p. 86.
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As a sophisticated European, Bartok could use this
primitive material as a release from moribund traditions;
but he could not turn his back on the rest of Europe.

This

is why the music of Debussy had so crucial a significance
for him, for Debussy, too, had freed himself from academic
convention.

affinity for the Impressionist school

B~rtok's

is very natural because nimpressionist music has always
easily acclimatized itself in all countries where popular or
folk poetry is symbolist.u28

Debussy had liberated the

chord from harn1onic argumentation, and had shown how such a
static harmony could be combined with pentatonic and modal
melodies that are not susceptible to classical principles
of thematic growth.

"To Debussy, such melodies were exotic;

to Bartok they were his own racial heritage.n29
Pelleas and Melisande demonstrates Debussy's interest
in the French langue. ge as spoken in the daily-life of the
people, by his continually free recitativo which follows in
the most sensitive way the rhythm and meaning of the text.
In a similar fashion, Bartok reveals his predilection for
Hungarian folk poetry in his melodic treatment of Balazs'
text.

As it was Debussy who created the modern French

28

Ibid., p. 90.

29
Wilfred Mellers, Man and His Music: Romanticism
and the 20th Century (from 1800) (New Jersey: Essentiar-Books Inc., 1957), p. 210.
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recitative style, so it was Bartok who succeeded in forming
a Hungarian parlando cantando recitative in
CastJ..~.

~beard's

The recitativo melodies of both composers are de-

signed to enhance the syruboli c .rneanings of their texts.
Referring to Bartok's statement on the function -of
performers, it is evident that the purpose of Blue beard and
Judith is to convey the meaning of the words. 30 "Melodic
values" as such are a secondary factor; Bartok's melodies do
not distract one with fancy flourishes and melismatic contortions, but act as vehicles for the words.

There is no

singing for singing's sake--no place where a singer can show
off his vocal technique--for the singers are subject to the
words.
Bartok's orchestra follows the concept he states
above.

However, it not only "decorates the procedure," but

gives sound to the emotional and symbolic meanings of the
words; it intensifies the moods and feelings, carrying them
to the ultimate heights of expression.
In his opera, Bartok, reveals himself as the highly
individual revolutionary, always seeking new possibilities.
Man and nature are revealed in Bartok's art with extraordinary

intensity.

The strong fascination, or aversion

as the case may be, for Bartok's music lies in its inherent

30cf. ante., p. 20.
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demand on life and the vital power which radiates from it,
scaning the heights and depths of the soul.

Bartok's love

of and close proximity to nature is equally as strong.

The

"night music" timbres which are unveiled throughout his
works reflect his awareness of the physical ',l!Jorld vibrating
around him.

It is a peculiarity of Bartok that, while he

responded to all external influences, yet those elements,
after going through a process of amalgamation in the furnace of his individuality, and being tempered by his sharp
intellect, become an organic unity in his art.

It is his

uncanny intnition and the extraordinary capacity of his
intellect--his "metaphysical perspective" as Veress calls
it-- 31 that bind Bartok to the firm basis of nature and
humanity.
The combination of all these influences--Hungarian
folk idiom, Impressionism, and Nature--on his own artistic
nature, and their assimilation in his style, give Bartok
his undeniable originality.

His art is typically archi-

tectonic in structure; the musical form and development of
a piece are worked out from a central idea, from a musical
cell.

Such is the case in Bluebeard's Castle.

In this

work these initial cells, which determine the shape and

31

-

.

.

-

Sandor Veress, "Bluebeard's Castle," Bela .Bartok:
A :Memoria;!;_ Review, reprinted from Tempo (New York: Boosey
and Hawkes Inc., 1950), p. 43.
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color of the musical tissue, have a particular importance
because of their symbolic significance.
In Pelleas, Debussy joins the disjunct little scenes
with lllusical interludes.

His characteristic motifs, like

the idee fixe of Berlioz, are discreet reminders to the
sensitive memory of the listener; a certain timbre in the
orchestra, a specific dissonance, a simple elemental rhythmic turn--all are subtly suggestive, and have at the same
time a reminiscent value and a constructive purpose.
beard's Castle is very similar to Pelleas formally.

Blue'Ehe

sequence of door scenes is like the different movements of
a suite, each having its own character and form, joined
together by the prolonged dialogues of Judith and

~luebeard.

The expansion of Bluebeard's part and the diminution of
Judith's part in the play, is so consistently depicted that
while Judith's part ends with a half-finished motive, Bluebeard's culminates in a characteristically strong melody,
ending with a definite and distinctive cadence. 32

It is

important to note how the tension and melodic significance
of the vocal parts change in the same manner.

'Ehe blood

motif, which is basic to the opera, is used by Bartok to
indicate death, and to give continuity and import to the
expression of tragedy.

Consequently the blood motif has,

as in the dramatic development, a continually growing weight.

32vide Chapter I, p. 12.
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In the libretto Bartok encounters other psychological and dramatic incentives.

Because of the symbolism of

the play, two facets of the text are readily observed--the
apparent and the im9lied.

That which is presented on the

stage is apparent--the emotional conflicts between a man and
a woman.

That which is implied is the struggle within Man's

soul, and the conflicts between Man's earthly and spiritual
natures.

Because of this dualism in the text, some observ-

ers feel that Bartok has fashioned a corresponding dualism
in the music by the apparent use of major and minor chords
together.

However, this researcher maintains that Bartok's

dualism is not apparent but implied, and for that matter is
not restricted to this work only.

An analysis of the

chordal s tr uct ure reveals that the harmonies, flu.ctua ting as
they may be, are quite basic, and the various melodic motifs
revolve in and around these harmonies as "color" tones,
thereby giving the impression of a musical dualism.

Through-

out the opera, Bartok does make use of higher chords in a
polyharmonic conception, but this is inherent in his style
and cannot be said to be the result of any dualism in the
text.
Bartok conceives his plot in the eternal symbol of
tragedy and in his music he supplies everything the librettist could not express, notably the necessary tragic intensity and sus pens e.

Harazsti maintains that for Bartok, "The
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plot is, as it were, merely the means of connecting seven
impressionist pictures in which his resourcefulness of color
effects and his versatile imagination have full play.u 3 3
The symbolism of the seven doors appealed directly to the
core of Bartok's artistic outlook.

The different musical

treatments of each door-scene furnish interesting details
about Bartok's harmonic symbolism.

:t-rot only does each door-

scene have its tonal center and its own musical personality,
but each is related to the overall harmonic development.

As

each door is opened, another world, another situation involving different feelings of character, appears, which
immediately changes the shape and the tone of the music.
The first door, the Torture Chamber, is strikingly
graphic.

The cruelty of Bluebeard is epitomized by forty-

six bars of agonizing trill on a high B and A sharp, and
with it, intermittent clusters of notes on the harp, horn,
a,nd muted trumpets.

The Armory is signified by the martial

sound of the trumpet, playing what could be interpreted as
a call to arms.

When Judith opens the door to the Treasure

Chamber, a bright D major chord in the brass, with a tremolo
in the strings and fluttertongueing in the flute, portray
the brilliant shinw1ering of the jewels.

The garden scene of

the fourth door is reminiscent of Bartok's "night music,

33Harazsti, QQ. cit., p. 98.
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with all of its trills and tremolos, yet it has an ominous
undertone, which is characteristic of each scene in the
opera.
Bluebeard's Domain is one of the most impressive
scenes in the opera.

After the illusive and filmy "night

music" of the garden scene, the impact of the root-position
C major chord, spanning six octaves in full orchestra and
organ, leaves no doubt as to its symbolic meaning.

The

parallel movement of the ensuing chord progression intensifies the expanse of Bluebeard's estate.

The heavy, extended

chords engulf the universe, as it were, but again the blood
motif is heard, coloring the whole scene with anxiety.

The

music becomes tinged with the emotional apprehension of
Judith's statement, ''The clouds cast a bloody shadow."3 4
The musical mood changes once more, for the castle is now
very bright, and Bluebeard's melody almost sings with joy.
Later on in the same scene, the mood changes again as Bartok's music intensifies the emotional conflict between
Judith and Bluebeard--with Judith demanding the sixth key
and Bluebeard begging her not to open the remaining doors.
Nevertheless, the sixth door is opened, accompanied by
sombre, intermittent sighing and sobbing in the orchestrC:l..
Rapid A minor arpeggios on the clarinet depict the Lake of
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Score, page 44.
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Tears with amazing suggestiveness.

The sad vocal lines and

the forlorn accompaniments give the whole scene the quality
of great depression.

A bit later, in the touching love

scene, the music is almost tender and compassionate, yet
tinged with melancholy, shadowing their love vlith hopelessness.
With a growing anxiety that reaches an almost feverish pitch, the orchestra emphasizes Judith's demands for the
last key.

Resigning himself, Bluebeard relinquishes the key,

as the orchestra stresses the inevitability of his submission with a series of slow D minor seventh chords, against
a sustained E natural.

Above this harmony is Bluebeard's

colorless and static melody.

As the seventh door is opened,

a series of C minor chords set the mood with a quasi-funeral
march.

In a rather detached manner, Bluebeard tells of his

three former wives.
Bluebeard has had.

This begins the longest single part
The story of the first two wives is

accompanied exclusively by tremolo strings, which accentuate the feeling of detachment--of ethereal admiration.

The

story of the third wife draws more color from the orchestra, as if to suggest a little more interest.
this wife is still rather new.

The memory of

As he calmly begins to tell

of the fourth wife, Judith excitedly interrupts him, protesting her fate.

But Bluebeard resolutely goes on, while

Judith becomes more and more agitated.

The contrast between
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the moods of the characters is exhibited_ by the rhythmic
values of their parts:

Judith's part is in eighth and

quarter notes, while Bluebeard's is in quarter, dotted
quarter, and half notes.

Judith's melody at each of her

outbursts, covers no more than a two note range, while Bluebeard's line is without such restriction.

Bluebeard, al-

ready resigned to the inevitable loss of Judith, is speaking of her as he did of his first three wives.

In his mind

Judith is in the past, another object of idealized beauty,
but Judith, protesting the inevitable and hoping for arbitration of some kind, is still very much in the present.
"Stop, stop, I'm still heret" she cries. 35 Only when she
stands in her full regalia as "Mistress of the Night," does
she submit to her fate.

The music in the orchestra builds

up a feeling of despair rising over a B flat pedal point,
as Judith disappears behind the seventh door.

As the door

closes, a modified blood theme, in linear seconds, quietly
proclaims the victory of death, and leads into a recapitulation of the opening bars of the opera.

Bluebeard sings

his closing words, as the orchestra continues on to an almost inaudible ending.
Sandor Veress sums up the opera with these words:

3 5score, p. 68
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• • • both the dramatic development and musical
conception convey such profound depths of the soul
and of human existence. They unfold a maze of human
passions and fatal conflicts, and through the two
characters reveal the widest possible perspective of
humanity, and all of this compressed into such concentrated musical form that the restricted use of characters
does not produce a sense of limitation.36
The importance of this work lies in its successful
attempt of creating a Hungarian parlando-recitativo delivery
on the operatic

stage.

Bartok follows Debussy's principles

and takes meticulous care to reproduce faithfully the natural intonations and cadences of the Hungarian language in
musical notation.

His sensitive treatment of the libretto

reveals -Bartok's extraordinary musical ability and remarkable profundity.

His musical approach is thorough, detailed,

and artistic, and the result is a dramatic, graphic, and an
extremely beautiful work of art.

36

Veress, QQ. cit., p. 36.

CHAP1'ER III

BARTOK'S 1illSICAL STYLE
Balazs' libretto provided Bartok with the framework
of a musical form, but because of its symbolic--rather than
verbal or literal--character, the expression of emotional
conflicts and the inward struggle of the soul, and the
depiction of the door scenes, depended upon Bartok's extraordinary skill in musical expression.

Bartok's method of

building the musical foz:m is based upon the idea of unfolding from a central thought which,, in the course of the music
begins to germinate, as does a seed, to develop into the
musical organism. 37

The harmonic construction of Bluebeard's

Castle is an excellent example of tonf-1 logic; the harmonic
development completes a circle which starts and ends on I•,
sharp, the tonic of the opera.

In this circle, each door

scene represents a main harmonic function, following the
sequence of tonalities in perfect order.

As each tonality

in itself has a certain color and personality, it is not
difficult to notice that there exists a relationship between
the meaning and atmosphere of each scene and the adherent
keys which characterize them.

At the core of the work is

Bartok's motif-developing technique and motif-symbolism.
These three elements of J3artok' s musical thinking--( 1) his
37veress.

~· cit., p. 44
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motif-development and sy:Jlbo.lisru, ( 2) his musical characterization of' each of the door scenes together with his choice
of keys for each, and (3) his harmonic construction of the
work--are to be analyzed in conjunction with his melodic
style and expressive devices and techniques.
lJio t if-De r~J. o pm en t _art<t...§.:Y:.nlQO 1 ism
Bartok's motif-developing technique is as logical as
it is artistic.

He bases the entire opera on the motif of

a ming_r_ second, the blood-motif.
motif in the opera.

This is the only

11

sta.tic 11

It constantly recurs in its original

form, as well as in its developed forms.

Its vertical form

is developed horizontally, both in the vocal parts and in
the orchestra.

In some places in the score the blood-theme

dominates the entire musical texture.

'rhe other motifs of

the opera can be observed as extensions and further developments of the blood-motif.
Basic motifs and

motif-:r._t;t.lat~onships.

The motifs of

the opera can be divided into two general 3roups--t.hose
which occur throughout t.he en tire work, and those that depict the individual door scenes.

In the first group, there

are three basic motifs; (1) motif.§:, a minor second, generally harmonic, (2)

mo~if

b, a major second, generally

melodic, and (3) motif .Q., a descending four-note melodic
figure.

In the second group are the motifs tlu."1- t perform the
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task of scene identification and characterization.

In some

scenes there is only one important motif, while in others,
there are more.

A discussion of the relationship of these

motifs is one method of revealing Bartok's "unfolding"
:process which was mentioned above.
The basic motifs and their relationships are presented in Table I.

Each motif is first stated in its ori-

ginal form followed by one or more variations.

The numbers

of the Group II motifs correspond to the door-scene in
which each is first stated or fully developed.

The numbers

in parentheses indicate their underlying relationship to
another motif.

In the case of the Q motifs, the intervals

are named, in order to stress the differences between the
variants, because Bartok uses all feasible forms of the
four- and five-note descending schemes, throughout the
opera.

Motif a is the interval of a minor second.

Motif

~ is a linear form of the seconds in parallel thirds.

Motif a2 is composed of individual tones of a 1 , presented
linearly. Motif a 3 is an extension of the second half of
a 1 , Motif a4 is shown to be an ascending, schematic version
of motif a 1 •
Moti:[ .Q. is based on the interval of a major second,
the original form being linear.

Motif bl is motif b with

-

-

the addition of another tone a perfect fourth lower.

This

motif is primarily used in the development section of the
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first door scene, but is introduced in the characterization
part of the same scene.
labeled as motit d.

Because of its function it can be

Motif _b 2 is a melodic figure made up

of the major seconds followed by two consecutive descending
thirds, the first one major and the second one minor.
Because of its importance in the score, determined by its
function and its obvious relation to motif d, this motif
will be referred to as motif dl.

.iviotif b3 (or QLQ..tif §..) con-

sists of two descending major seconds, two ascending major
seconds, a descending sixth and an ascending major second.
(This motif can be compared to motif!, the only other motif
to employ the interval of a sixth).
Motif

~

is a four-note descending figure, a type of

pattern which is frequently employed by Bartok.

At various

points in the opera this sequence is quoted in its original
intervals--a major second, minor third, major second--while
in the majority of places, the intervals are expanded,
contracted, or embellished.

The first i!laj or development of

this figure is the basso-ostinato, beginning seven measures
after (8) 38 , which will be called motif c 1 •

Motif Q and its

descendents permeate the overall development of the opera.

_________

,
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All examples and references in this chapter are
cued to the rehearsal numbers in the following piano-vocal
score: Bela Bartok, "A Kekszakallu Herceg vara" (Wien:
Universal Edition-70~6, 1921), 71 pp. Permission to quote
secured from Boosey and Hawks, Inc.
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Because of the differing functions of the various forms of
the

Q.

motif and because of the intervals used, individual

labels are applied to each.
It must be remembered that each door scene has its
own character, developing from its own motifs.

At the

opening of each door the initial musical statement sets the
mood for that particular scene, leading to further development of the Blue beard-Judith d].alogues.

Sandor Veress calls

this second portion of each door scene, "reflection music. n 39

Since its purpose is to show the development of

the psychological and emotional conflicts of and between the
two characters, the present writer prefers to call it, .£.Q.!lf l i c t mus i c •

The second group of motifs--scene-characterization
motifs--are labeled according to the scene in which they
play the predominant part and frequently are <wrigned another label which shows their derivation from the basic
motifs.

iviotif l. consists of a rapid scale passage.

These

scale passages are written in various ecclesiastical modes,
however, Bartok's use of these modes never become rigid.
In the "Torture Chamber" scene the modes used are the
Dorian, I,ydian, Aeolian, Mixolydian, and Phrygian.

Bartok

also makes consistant use of the whole tone scale, in this
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and other scenes.

Motif

~

is a trill and tremolo, mainly

on an A#-B, a variant of basic motif
used..

Motif

~·

An F-E trill is also

g (second door scene) is sounded first in the

trumpet.

This motif has a close relationship to motif b.
It sug~ests a retrograde-inversion of motif b 1 , which re-

lationship is indicated by the number (b4).
development of motif g.

The

rela~tionship

Motif 2' is a

of 2 to the last

half of dl, as shovm in '.~able I, is expressed in the relationship number (d2).

Here is an obvious example of motif

development-relationship--from motif b to d 1 (b 2 ) to motif
2'(d2).

Motif:_

.;2_

is aD major triad, which is held through-

out the entire third door scene.

Motif

~

is a plaintive

violin figure of a descending major second, major second,
and a major third.

It is in the third scene, the "Treasure

Chamber" that motif d(bl) dominates the vocal line.
~'

:Motif

beginning at (56), consists of five descending tones;

the intervals are a major third, a major third, a minor
third, and a perfect fifth.

Its relation to motif .£ gives

it the relationship number of ( c 3 ).
kinship to

motif~

Aiotif ~ also shows a

with its falling thirds, motif i in the

"Magic Garden," the fourth door-scene, is the second motif
to employ the interval of a sixth, thereby showing a relationship to motif e(b3).
figure.

::Vfotif ~is a three note descend-

The intervals first stated are a minor second and a

perfect fourth.

The relationship of this motif to the
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motifs of~ cause it to be labeled as (a 5 ).

•rable I also

shows variations of these 4-motifs •
.i';iotif Q. sets the mood for "Bluebeard' s Domain," the
fifth door-scene, which is characterized by solid major
chords.

Table I shows this motif in a greatly reduced form,

for in the score it encompasses six octaves.

Motif 5' dom-

inates the majority of the "conflict m.usicn of the fifth
scene, Bartok makes extended use of the descending part of
this motif throughout the

opere~,.

Its relation to motif c

is quite evident, thus it deserves the label of (c4).
]·J1otif §., the "Lake of Tears" motif, is a very rapid arpeggio in A minor.

'.rhis mot if appears in only four other

harmonies in this scene.

'rhe main vocal theme is i1lotif 6',

which is built from major seconds and perfect fourths.
Motifs

~

and 6'" are important because their descending

intervals are further variants of motif Q (numbered
and(~) respectively).

a close relationship to

'rhe thirds of motif 6"'
~

and 5'.

(£2)

also show

J:·iiotif 1 contains the

intervals of a descending perfect fifth, followed by five
repetitions of the lower note, then a minor third ascending
and descending.

Table I shows two variations of this motif.

In the later portions of this scene, Bartok develops the
last two notes of the motif, ever expanding the interval
between them.
It is evident that the motifs used by Bartok are very
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closely interrelate d , a nd that most of them s how some sort
of connection with the basic motif a.

This growth of one

motif out of another exhibits what is meant by the "unfolding " technique of Bartok.

The motif-symbolism is best shown

in the develo pment of the blood-motif,
Motif-s,y:mbolism.

motif~·

The basic symbol of the libretto

is that of bl o od, which L11presses Judith with increasing
force at the opening of each do or.

Whenever this symbol

a ppears in the text, Bartok a nticipates its appea rance with
the motif of a minor second, motif

~·

The blood-motif first

appears when Judith discovers that the walls a re covered
with moisture.

at ( 11 ) a G sharp-A is sounded sof t ly, three

times , on the horns and oboes.

AB-A sharp tremolo at ( 30 )

( the opening of the first door scene ) presents an early development of the minor-second motif.
ues 23 measures to ( 34 ) where
ground in muted trumpe ts.

motif~

This tremolo contincomes to the fore-

Example 1 shows how the blood-

motif is embedded in the orchestral melodic line by the
violin trills on dotted ei ghth notes .
Ex . 1

p . 25
,, ...

.

..

-~~

·- -- - -·-· ---
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Motif

§.

appears in the second door-scene at the mo-

ment Judith notices the blood stains on the weapons ( 2
measures after ( 45 ) , in the verti cal sec ond , G sharp-A ) .
In the climax of the third scene, the " Treasure Chamber, "
another sign of the germination of the blood-motif appears.
At ( 58 )

motif~

is transposed to an

A~B

flat.

For twenty-

two measures after ( 58 ) , the seconds, carrying the whole
weight of the _musical texture, are moved from their static
position by an emphatic accent into B-C, and back again to
A-B flat.

Motif

~

is further developed by being doubled in

octaves, thus spanning three octaves ( see quotation below,
beginning in the eighth measure before ( 59 )).
p. 36

Ex. 2

(/)

::==- p-==:::Jn/

In the "Garden Scene " of the fourth door, both the G sharpA and its transposition, A-B flat, are exposed.

At ( 71 ) the

effect of the G sharp-A second is sharpened by the F double
sharp-G sharp-A-G sharp trills, together with the lower
minor thirds in the harmonic background.

The A-B flat

development found two measures before ( 73 ) is shown also
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in the following examples.
Ex. 3

p. 41

Ex. 3a

p. 41

mf

. In the fifth scene, "Bluebeard's Domain, " Judith utters the
fatal wish that not one door should be forbidden to her.
Here the blood-n1otif, being an independent musical feature
itself, is developed in two directions.

One is the further

growth of the minor second as an harmonic combination-dominating the harmonic structure.

The other

develo~1ent

is its melodic interpretation as part of the dramatic scale .
In this scene the latter is found in the two different
melodies, in the orchestra and in Judith's part, while the
interval of the minor second, as an integral part of the
harmonic combination, appears in the orchestral accompaniment.

Example 4 begins three measures after ( 85 ) .
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Ex . 4

p. 47

The harmonic development and import of motif
in the succe eding measures from

(88 ).

~

can be seen

Parallel to its

dramatic concept, the musical develo pment of the bloodmotif is evidept in its growing harmonic and melodic weight;
Example 5 shows an example of this feature.
p . 49

Ex . 5

In the next scene , the "Lake of Tears," the symbol of blood
appears pro jected int_o the milder form of tears and sadness.
As the scene opens, ( at (91)), motif

§I:.

is found at the peak
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of the A minor arpe ggios a s a. ma jor and minor seventh of the
chord, a,nd again in the responsive two-n ote melodic figure
in the woodwinds ( formE to D sharp ).
scene , motif

~

Later in the same

bec omes a part of the melodic line.

illustrations are quoted in Examples 6 and 6a.

Two

Example 6

appears three measures before ( 94 ) a nd 6a at two measures
before ( 95 ) .
Ex. 6

p. 52

A~·~fl:E'1f_ ~

Ex. 6a

"=""' _

~

p. 52
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The motif then return,.s to the arpeg gio form at ( 95 ) .
No w the musical symbol of blood enters the las t phase
of deve l opment by becoming the sole factor in the entire
ha rmonic and me Qo dic content.

Symbolizing the struggle

,.

between life and death, the whole musical construct i on is
based upon motif a, thus prophesying the inevitable victory
of death.

Thi s development begins at ( 105 ).

of development is

si.n~ilar

The pattern

to that of Example 4, but it is

now symmetrical in shape, a.nd has a much more decisive
effect, as shown in Example 7.
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p. 56

Ex. 7

Two measures before ( 108) motif§ is accented by the oboe
and clarinet, resolving at ( 108) into a melodic devel opment
the same as found at ( 105 ) .

In the next stage of develop-

ment the musical texture is composed of an incessantly
driving, strongly

bass line, as a counterpoint to

ch~omatic

the sharp, accentuated seconds mounted in three layers, like
a stretto above the bass.

This is illustrated in Example 8

starting with the fifth measure after (112 ) :
p. 59

Ex. 8
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From this, another form g r ows when. the counterpoint expands
into parallel maj or-se ven th chords while the impact of the
secon ds becomes more rhy thmical.
chromatically, also.

J ud ith' s part is shaped

This can be seen in Example 9, which

begins at ( 114 ) .
p . 60

Ex. 9
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At ( 118 ) ·, followin g the crescendo which has grown more-orless steadily between ( 112 ) a nd ( 117 ) , there is an abrupt
slackenin g of the tension when Bluebeard gives Judith the
During the final scene, Judith

begs 13luebeard to release her , and the seconds are heard in
the orchestra three times, as part of the harmon ic pattern,
while melodic seconds appear in her protests also.
begins three measures before ( 132 ) :

This

•

_/

--

key to the seventh door.

J
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p. 68

Ex. 10
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This same pattern transposed into a dif f erent harmonic background, occurs four measures after ( 133 ) , at ( 134) and three
measures before ( 135).

The orchestral pa rt at ( 136 ) and

(137 ) reveals a melody revolving around the seconds-motif,
before the recapitulation of the opening measures of the
opera at ( 138 ) •
Basic-motif d eveloRments.

The variations of motif
a,
=..;;..;::;..;;:.. _

quoted in Table I, help to carry the blood-motif's sense of
tragedy and tension to other areas of the musical expression.
The development of the s e motifs--a 1 , a2, a~ , and a4--will be
analyzed to gether.

The first statement of motif a 1 occurs

four measures before ( 1 ) , in the woodwinds in octaves and
thirds.

Two measures l a ter motif al is repeated an octave

lower in the clarinets only.
to its initial four notes.

At ( l ) the motif is reduced
The complete form of motif a 1
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becomes the sole factor in the musical texture, starting
four measures before (5) in a
manner.

~statement

and imitation"

At {5) motif. a2 is presented by a solo oboe.

This

motif, accompanied by sustained chords in the strings,
sounds above the vocal dialogues of Judith and Bluebeard,
and undergoes an expanding development of its own up to
(6).

At (7), motif a3 dominates the music.

This motif,

which is a development of the third and fourth notes of
motif a 1 , is expanded upwards in the high register, and
simultaneously is inverted in the low register.

l,Jiotif a3

then goes through an extended development of its own, forrning the entire melodic and harmonic structure of the music
up to (8).

At this point, (8), motif a~ is stated ascending,

followed by an inversion v1hich is soon "converted" into
motif cl.

Because of the close interrelationship of these

motifs, this type of device is found throughout the opera.
A.t ( 12)

mot if al is redtlced to its first three tones and

altered rhythmically to conform to a rhythmical variation
of motif .Q..

'rhe original effect of motif §!~ is greatly

subdued in this new rhythmical form.

Four measures before

(13) both motif al and b evolve into motif. a 4 • As intervals develop from their original form into broader and
inverted degrees, the melodic materials are pervaded by an
almost obses::=.ive rhythmic pattern (

n

J ).

At (14),

E,!gtif a 4 is heard once more in its original form, and then
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is developed a.gain both rhythinically and intervalically.
Between (14) and. (1!)), motif.:. a4 speaks intermittently and
is combined with variations of motifs .£, cl, and .Q..

During

the four measures before (23), the melodic line in the orchestra is derived mainly from motif a4.

Starting with the

sixth measure before (24), the minor seconds of motif.. al
again dominate the melodic development.

'Ehese seconds

could also be analyzecl as a development of motif .§. itself'.
In the melodic build-up to the first door-scene, motif al
is stated in a slightly altered form four measures after
(25) and three measures before (26).

These motif-statements

are "symr)toms" of the anxiety which accompanies Judi t.h' s
exclamations upon hearing the castle sigh.

In the ti1ird

measure before (30), motif al is involved in the very rapid
thirty-second note figure.

This treatment also occurs two

measures after (51) in the low register.

Four measures

before (38), motif a4 goes through its most extreme development.

It is combined with motif _pl to make up the entire

melodic and harmonic texture of the orchestral accompaniment, from this point until (42), the second door-scene.
During the door-scenes, two through six, the motif a
variations do not occur as such.

Motif

§

itself is de-

veloped during these scenes, and the tension and tragic
references are manifested in its treatments.

During the

last door-scene, motif al returns, becoming the sole

50

melodic factor of Judith's part as she protests her fate.
The inevitable victory of death is indicated by illQ!if al in
an extended form.

Beginning five measures before (131),

Judith's pe. rt is limited to minor seconds, as are all her
remaining utterances.

At (136), as Judith enters the

seventh door, the musical structure is monopolized by motif
a.l and.§:., leading directly into the recapitulation at (138).
Here, there are six statements of motif al, the first four
in its original form, with the ascending leap between the
third and fourth notes of the motif.

The last two state-

menta end with a descending minor third at this point.

Dur-

ing measures six and seven after (140), the motif is condensed to this descending leap alone, which finally is
coalesced into the single harmonic interval of a minor third
(written as an augmented second), eight measures after (140).
The development of the other two basic motifs, .Q. and
Q, also is involved with the symbolism of the music, but in

a less apparent and more abstract fashion.

These two motifs

and their various developed forms participate in the musical
expression of the "inner-struggle" and conflicts between the
characters.

As was stated above, the variations of b and c

perform different tasks in the "characterization" portion
of the door-scenes, and also become involved, at times, in
the "conflict" music of the scenes.

Therefore they shall

be treated in a different category--as characterization
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1notifs--while motifs b and c pro per will be a nalyzed a s

-

-

regards their individual developments.
The first four mea sures of the prolo gue contain the
first sta tement of

motif · ~.

Four meas ures after

b is us ed a s t he basis for Judith's vocal line.

(5 ) , motif
At this

point the first i mportant develo pment of motif b is exerci sed, as Bartok inver ·t;s the motif.

Thi s whole develo pment is

shown in Examp le 1 1 , with br a ckets i ndica ting the motif and
it s inversions.
Ex . 11

Motif

p: 7

to 8

E. is f urther developed , sta rting six mea sures a fter

( 10 ) , bal anced rhythmica lly, a s it were, over the ostinato

fi g ure of motif cl for fifteen n1ea sures.

Example 12 omit-

ting the ostinato, s h dws this deve l opment of the motif .

Ex. 12

p . 10

This treatment of motif b resumes at ( 12 ) , i s inverted
several times, then evolves into a development of motif ·
a4.

At

(15), for t en measures,

motif~ and its inverted
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form become the predominant fi gure in·. t h e arches tral accompaniment.

Bluebeard's statement, two measures before

( 22 ) , involves an extended use of motif b, and in this form
shows an anticipation of
lationship as d' ( b2).

motif~.

( Table I shows there-

Motif b appears Jnomenta rily three

measures after ( 24 ), on its orig inal note s of G shar p- B-e
sharp, but in quarter notes and s panning three octaves.
Judith's unaccompanied fi gure, six measures a fter ( 29 ),
employs

m otif~

followed by an abbreviated sequence.

interesting comparison of motif

~

An

develo pments can be made

between the thirty-second note passages two measures before
( 30 ) and the quarter note figures four me a sures

aft~r

(37 ) .

As shown by Example 13, the l a tter is merely an enharmonic
augmentation, doubled a major lower.
Ex. 13

p. 22

p . 26

The major-second motif appea rs next in the s olo of Judith' s
starting a t ( 40 ) .

The motif is ex tended by repetition of

certa in notes, as is necessitated by the syllables of the
words.

At ( 41 ) , Bluebeard ' s statement is the same as tha t

at two measures before ( 22 ) , but a half-step lower.
again the relationship or d '( b2 ) is apparent.

Once

Motif d' is
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now developed in the succeeding nine measures.

Thi s is

an other excellent example of Ba rtok ' s motif-develo pment
technique.
motif

~

St a rting with the fifth measure a fter ( 42 ) ,

appears in another va riation.

Thi s de velo pment

plays an i mportant role in the chara cterization of the second door-scene.

It consi s ts, as is s hown in Example 14, of

the primary form of motif b, rhythmica lly altered, follo wed
by it s invers ion.

The interva ls of this pass a ge be g in at

the perfect fifth, followed by its inner a nd ou t er nei ghbors,
which ret urn each time to the initi a l perfect fifth.
p . 28 t o 29

Ex . 1 4

Atf'1'~ rif•lvt~

At ( 74 ) the orchestra l melody u tilizes a form of

mo t if~'

in

conjunction with motif a 4, build ing u p to the big chords of
motif.§. , in "Bluebe a rd ' s Doma in. "
ment in this scene be g ins at
inve rted.

Bluebeard ' s first stat e-

(7 5) , a nd is basically

motif~

Example 15 reveals how this inverted form is a l so

extended sequentially.
Ex. 15

p. 43

04

The whole-step movement of this line shows its affinity to
motif

Q..

Motif b has no further important statements until

(138), where it is restated in its original form as the
music begins the recapitulation.
The four-note descending figure of motif .9. (Table I)
appears in the second :;:Jhrase at the beginning of the opera.
'Nlis motif

utilized in many other forms and as part of

1s

many other motifs.

(See motif relationships, page 33ff.).

The next statement of£, e1ght measures before (1), occupies different intervals--major second, major second, perfect fourth.

(This could be considered as an anticipation

of motif .Q..:.).

'rhree measures a.fter ( :),) , the descending

tones are again stated in new intervals.

Basically a part

of filotif al, this figure introduces the falling thirds-minor, .major, and minor--which can be analyzed as un anticipation of 111otif 3"( c3) which is first stated and developed at (56).

One measure after (3), in Judith's part, motif

£appears momentarily, in the guise of a major third,
diminished fourth (major third), and augmented second
(minor third).

The first major development of motif cis

nwtif _g_~, a ba.sso-ostinato beginning at four measures before
(9).

This ostinato treatment continues with some modifica-

tions for thirty-seven measures, drops out for eight measures, and resumes for thirty-one more measures.

Five

measures after (17), the ostinato figure returns for fifty
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more measures.

The descendin g four tones do not remain

st a tic , but a re frequently altered.

From ( 24 ) through ( 27 )

the orchestral part is permeated with various forms of motif
.£, ·which is developed both rhythmi cally and intervalically.

a retro-grade devel opment of motif .£ is found two measures
after ( 29 ) in Bluebeard ' s part, shown on Example 16.
Ex. 16

p. 21

~ \JorJ4 omi~d
In t he first door-s cen e, motif c is used as an

11

i nterlude "

between the short, declamatory, vocal statements of J udith.
Each suc ceeding '' interlude " is placed lower on the s t aff,
eventually leading to Bluebeard's unaccon1panied figure at
( 39 ) , during the second--or " conflict music " --part of this
door-scene.
In the second measure of J udith ' s solo, four measures
before (52 ) in the second do or-scene, the intervals of motif
c show a relationship to motif
developed in the

fif~h

~,

door-scene.

is shown on Table I as 5'( c4 ) .

which appears fully
The mo t if-relationship

Five measures after ( 52 )

there occur two statements of motif .£, reminiscent of ~'
the ostinato figure.
During the characterization-sec t ion of the third door-
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scene, motif ..£ plays in important role.

Because of the

function of this motif in the solo violins, the figure is
labeled motif tl_c2).

It is first stated twice beginning

four measures before (55) and then intermittently throughout the scene.

Four measures after (55), in Judith's

dialogue, motif c is found as part of the melodic scheme.
It appears twice in this statement and is another anticipation of the 5'(c4) motif.

At (56), motif..£ is developed

in the horn part a.s motif 3" ( c2,) •

At (57) this same motif

is presented again in a canonic figure in overlapping horn
solos, continuing for seven measures.

It is stated once

more near (58).
In the next scene, motif ..£ is transformed in the
musical structure of the
the figure of

motif~'

11

conflict music" and developed in

a three note descending motif.

In

the fifth door-scene, motif £ is found in its original intervals, one measure before (76) and one measure before (77)
in Judith's unaccompanied dialogue.

Otherwise, it is pre-

sented only in its relation to 5'(c4), which is the basis
of the entire musical texture of the "conflict lllusic",
starting at (79).
During the next scene, the "Lake of Tears," motif..£

__

is expressed in the form of motif -6 11 and 6"' , shovm on Table
~~~

I also as (c5) and (c6).

Between (118) and (121), the

descending four and five tones are stated in the form of
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:notif 5'(c~).

The "conflict music" of the sixth scene lies

between ( 102) and ( 121), in vvhich the descending four-and
five-tone figure appears in the further developments of .Q:..,
6" and 6"'·

In the seventh door-scene, Bluebeard's melody

at (124)

based on iilotif 6"(c 5 ) vrhile simultaneously in

if;

the orchestra, the falling tones are based on motif 6"(c5)
written in an enharmonic variation.

The descending-tone

schemes, during the final scene, employ the variations and
developments of 3'(c2), 5'(c4), S)"(c5), and 6"'(c 6 ).

Six

measures after the beginninc of the recapitulation, (138),
motif Q is quoted in its original form.

A variation

reminiscent of cl, six measures after (139).

appear~

Three measures

after (140), a retrograde form of motif 6"(c5) is presented
in quarter notes.

This is the last statement of the four

note descending figure in the opera.
Musical Characterization of Door-Scenes
The scene-characterization motifs have the function
of nrusical symbols, and give sound to the verbal symbols of
the text.

As each door is opened, the music illustrates,

with all its evocative power, the symbols behind them.

In

each case, Bartok uses different tonalities and different
fllotifs--some melodic, and some chordal.
Characterization-motif developments.

The first

scene, the "Torture Cha.mber," begins at (30) and continues
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until three measures a fter (37).

Two motifs characterize

this scene-- motif 1., which is a rapid ascending and descending scale, and motif

~'

a trill.

The scales of motif 1

use various forms of the ecclesiastical modes, including
Dorian, Lydian, Aeolian, and Phrygian.

In so.me pas s ages,

Bartok uses only one mode, while in others, he combines two
different .andes.

An example of the former procedure can be

found at ( 36 ) , where the scale passage is Hypo-Phrygian on
A-sharp.

The latter occurs three measures after

are combined the Iifdian and the Aeolian.

( 31), where

Examples 17 and

17a show both procedures schematically.
Ex. 17

p. 25

'r he trill of motif
~'

is on B-A sharp.

~'

Ex. 17a

based on the minor seconds of

p. 22

mot~f

This trill is maintained up to (35).

It then becomes incor porated in the melodic passage of the
orchestra, as it did a t ( 33), but the sustained violin
tremolos cease.
The characterization section of the second door-scene,
the "Armory," occurs between (42) and the twelfth measure
after ( 45 ) .
the trumpet.

Motif 2 is introduced by the clarion call of
The figure at ( 43 ) and ( 45 ) , which is motif
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~'

is shown on Table I to be related to the second half of

motif dl(b2).

The trumpet is replaced in the third measure

after (43} by a solo French Horn which is joined by the
second horn three n1easures later.
returns.

At (44} the trumpet

At (45} motif 2' is taken by the violins, to end

this section a.nd lead to the "conflict music."

The "mili-

tary" effect of motif 2' is mollified when it is played by
the violins.
From (54) to (60) is the characterization portion of
the "Chamber of Treasures," the third door-scene.

"Conflict

music" is absent in this scene, but tension mounts to a
feverish pitch, starting at

(58), when the blood-motif com-

pletely dominates the remainder of the scene.

::Vlotif 3 is a

chordal motif, never moving from its D major position.

The

orchestration of this scene plays a most important role, to
be discusEed in Chapter IV.
is the violin figure of motif

Another feature of this scene
~.

the strong D major tonality of

It seems to "float" above

motif~'

as if it did not

really belong, creating the impression of two different
moods, happy and sad at the same time.
~'

A third motif, motif

sounded in the horn, presents another mood, that of

splendor.

However, it has at the same time a brooding qual-

ity, giving the scene a depressing atmosphere.
The "Magic Garden" scene, (60) to (71), is based on
two characterizing motifs, ! and

~'

accompanied by tremolos
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on A-Flat 7 and B-Flat7.

A sort of magic spell is cast by

these tremolos, reminiscent of Bartok's typical "night
music."

The melodic line consists of developments of 4 and

4' as the musical structure gradually becomes more dependent
on the two motifs.

Two measures before (66) and four

measures before (69), Judith's parts are based on a scale
form of motif 4.

One measure before (69), Bluebeard's solo

is built from motif 4.

From (70) to (71), the music in the

orchestra is predominantly a further development of motif

!:.·
The characterization-section of the fifth scene,
"Bluebeard's Domain," starts six measures before (75) and continues to (78).

The motif of this scene is motif 5, a

chordal (rather than melodic) scheme.

However, the melodic

intervals outlined by the upper voice of the chord progression are consistantly either major or perfect intervals.
The melodic lines of the two characters are also based on
major and perfect intervals.

At (79),

motif~

begins the

development of the "conflict music," with the descending
portion of the motif becoming the prime factor of this section.
In the sixth door-scene, the "Lake of Tears," the
characterization section occurs between (91) and (101).
The main motif, motif 6, is an A-minor arpeggio, with a
minor and major seventh at the peak of the pasr:;age.

Seven-
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teen of the twenty-six statements are in A minor.

The

other arpeggios, on pages fifty-four and fifty-five of the
score, are one each in E minor and G minor, three in D
minor, and four in 3 minor.
ments are made up of motif
by rno tifs 6" and

~'.

The intermittent vocal state~'

and are generally accompanied

The latter two motifs, as has been

stated above, are related to motif £ in their descending
portions.

This descending motif is an important one in the

development of the sixth scene's "conflict music," which is
the longest such section of the opera, and the one in which
motif §, the blood-motif', gradually forms the entire
musical texture of the music.
In the seventh door-scene, the "Three J?ormer VJives, 11
the characterization section occurs betvreen ( 121) and ( 131).
The only new motif of this scene is motif
two variations of this motif.

1·

Table I shows

It is the last two notes of

this motif which :Bartok develops, otherwise, the main development factor is the various c motifs.

Beginning at

(127) Bluebeard's extensive solo is accompanied by tremolo

strings.

Twelve measures after (129) his solo is accom-

panied by sustained chords together with a subdued contrapuntal melodic figure.

At (131), as Bluebeard begins to

tell of his fourth wife, the conflict between the two
characters begins its ftnal development.

Once again, motif

a asserts its importance and the scene ends with Judith
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joining the other wives behind the seventh door.
The motif-development e..nd the motif-symbolism of
this work demonstrate one of the basic techniques of Bartok's
compositional style.

It is evident that at no time does the

use of many different motif's give the music a feeling of
disjunction.

Rather, the logical development and inter-

relation of the motifs is an excellent example of continuity and unanimity.
Tonalities characterizing the door-scenes.

The

emotional conflicts between Judith and Blue beard, and the
psychological struggles within them are me,nifesta,tions of
the overall dualism of the libretto--that of the earthly
spiritual natures of the characters.

This dualism is im-

plied in the harmonic construction of the opera.

In the

majority of scenes, Bartok's tonalities and harmonies derive from a dual, maj or-nlinor background. 40

However, by

this time in Bartok's growth, the influence of Debussy's
individualization of the chord, together with the impact of
peasant music upon him, had enlarged Bartok's conception of
the function of tonality.

There is a "feeling" of tonality

at all times, but it is an Enigmatic Tonality--evasive and
fluid.

In this study, the tonalities ascribed to each

40.£_.
f
ante., Ch. II, p. 26 •
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scene are those implied by a tra.ditional approach to chord
structures.
'The chord pattern of the first scene, "The Torture
Chamber, 11 is based on whole tones, with an F sharp the
dominant note in the chord progressions.

The interval be-

tween the bottom and top notes of the chords is a major
seventh (the inversion of the minor second, blood-motif).
The chord progressions lead to a temporary cadence on a Cseven chord, a tri-tone from F sharp (the B-C in the chord
suggests the nmjor seventh of the whole tone chords).

After

several modified repetitions of this scheme, the music
finally settles on the whole tone chord, two measures after
(33).

From this point they carry the weight of the harmony

to (34) where motif§ serves as the starting point for a
melody that leads the harmony through A minor to G sharp
minor (one measure before 36), which is one of the basic
tonalities of the scene.

The other tonality is C sharp.

From (36) to the end of the scene, at (42), the tonality
goes through sharp harmonic deviations ending on C sharp.
The schematic illustration in Example 18 shows the chord
progressions of the characterization portion of the scene.
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pp. 22-26

Ex. 18
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scene begins with a trumpet call, on the

harmonic structure of D sharp minor.

Because of the motifs

in the upper treble clef ( seven after (42 )), the harmony
can be said to be in the Phrygian mode.

This is shown in

Example 19.
Ex. 19

p. 29
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One measure after ( 44), after a lengthy modulatory process,
the harmony becomes centered on B major.

'

At ( 45 ) , the har-

mony, · a B-ninth chord, could also be analyzed as bitonal-in the upper staff F sharp minor, the lower staff, B minor.
The harmony remains in B until the "conflict music" starts,
at six measures before ( 46).
The third scene, the "Chamber of Treasures, " begins
with aD major chord that becomes a chordal pedal-point
throughout the whole scene.

The singing parts as well as

the orchestral motifs revolve around C-C sharp and D-D
sharp changes, conveying the effect of constantly shifting
tonalities.

The D major chord indicates the glirrilller of the

silver, gold and jewels.

Example 20 illustrates the melodic

effect of shifting tonality over the sustained D major chord.
This example begins four measures before ( 55 ) .
Ex. 20

p. 35
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As has been stated before, the "Magic Garden" scene
opens at (60) with the "night music" which is found frequently in the works of Bartok.

The strings play a tremolo on A

flat? and B flat? chords, with the string bass and first
violins sustaining an E flat.

The melody of motif .§., played

by the F Horn, suggests the tonality of E flat in the Lydian
mode.

The entrance of the clarinet on the inverted form of

motif .§., and the entrance of motif

~'

two measures after

(62), make this tonality more ambiguous.

During the remain-

der of the characterization-music the tonality revolves
around E flat and B flat.
Six measures before (75), the fifth door-scene begins.
A triple-forte tutti chord in C major begins the nrusical
expression of "Bluebeard's Domain."

All of the chords used

are in the major mode, encompassing six octaves.

The caden-

ces of the musical phrases end in three different keys--C,
G, and E, respectively.

At (78) a G tremolo against an E-

major chord implies the minor second of the blood-motif as
the music begins the "conflict" development.

After the more

polyphonic and contrapuntal music which precedes this scene,
the giant chorale-like music of the "Domain" has an impresstve impact.
From (91) to (101) occurs the characterization-part
of the sixth door-scene, the "Lake of Tears."

It opens with

A minor arpeggios, casting a shadow of sadness over the
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scene.

The minor mode is the dominant one in this scene--

all of the arpeggios, some in different keys, are minor.
(See p. 60).
The seventh door-scene, the "Three Former Wives,"
beginning at (121), is characterized by a heavy, lamenting
melody, motif 1, etnbodied in dark, brooding, C-minor chords.
Bluebeard's solo, which follows at (124), involves a series
of modulations through :S flat, C, and B, thence to C sharp,
and finally arriyes at F sharp, the tonic of the opera.
The last notes however, are on C sharp,

~hich

pression of ending on a second inversion

gives the im-

chord.

Bartok's

tonalities remain ambiguous and fluid to the very end.
Harmonic Construction.
As is evident in the above section, the har.uonic
construction of the opera is built on a specific order of
harmonic functions.

Each door-scene can be considered as

representing a main harmonic block in the overall modulationsequence of the opera.

Example 21 shows a graphic table of

the basic tonalities and their progression from beginning
to end through the seven scenes.
Ex. 21
Scenes:

I

II

III

IV

V VI

VII -

- - -

~

( F#) - ( C#-G/1) - ( d;f} - ( D) - ( E b) - ( C) - ( a) - ( c) - :S b- C-B- d#- C#- ( F/f)

Tonic

Ton1c

In addition to the seven-tone diatonic scales Bartok has a
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predilection for the modal scales--the Dorian, Phrygian,
Lydian, Mixolydian and Aeolian--another instance of the influence of folk music.

These modes gave :3artok a

11

tool 11 as

it were, in the neutralizing of key relationships.

The

whole tone and pentatonic scales, even when they do not appear in their purest forms, allow for the creation of new
tonal functions and new modulatory horizons.

The chief

means of neutralization may be found in his use of four note
ambiguous chords consisting of major and minor triads, unresolved six-four chords, and the free use of diminished
chords with ninths and elevenths.

Bartok, in his chromati-

cism, skillfully blends the exponents of successive tonalittes, which have almost the effect of anticipations.

From

multiple tonality there arises a new and more comprehensive,
·wider tonality, which is higher and more abstract form of
polytonality resulting in polyha.rmony.

The amazing thing

is that, in spite of this opulence of scales and chords,
and the use of inherent harmonic combinations, Bartok's'
style never becomes heterogeneous.

Basically this music,

although it has a very elaborate polyphonic texture, is of
a homophonic nature.
MeJ.odic _Style
A very important part of Bartok'sstyle lies in his
creation of the Hungarian recitative style in the character
of his melodies.

In achieving a genuinely Hungarian
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phraseology in the Western technique, Bartok the composer
relied on Bartok, the specialist in folk lore.

Since the

main intention of Bartok, in the opera, is to convey the
psychological overtones of the text by mea.ns of music, he is
obliged to let the voice follow the rise and fall of the
Magyar language and speech.

Tempered by his artistic nature)

he followed faithfully the folk idiom which is capable of
rendering meaning, allusions, verbal inflections, musical
accents, subtle inflections of tempo, and a

weal~h

of orna-

mentation that are not merely lai4 Qll but are an essential
part of the music.

The most apparent characteristic of the

two singing parts is a certain descending tendency in the
melodic lines from the starting point towards the end.

The

phrases and melodic fragments generally start in the higher
register, or jump from a lower tone with an emphatic accent
to a higher one.

Then the syllables slowly move down the

descending tunes.

At times the descent is a sudden drop.

Another characteristic of the melodies is the constant recitative, the singing of a tone to each syllable of the text.
The third characteristic, which originates partly from the
recitative-style itself, is the open musical form of the
singing parts--a constan·t chain of open motif-groups.

Through

Bartok's devotion to folk-poetry, the music acquires a
parlando-melodic declamation which is especially partial to
unusual rhythms, constantly alternating between double and
triple measures.

A sketch of the typical metrical changes
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This sketch is taken from page

is shown in Example 22.
seven of the score.
Ex . 22
(4)

~

4

4
4

.;?.
4

Q
4

g
4

~

4

2
4

.;?.
4

~

4

The precise accentuation of each word is most carefully
noted.

However, only singers who are familiar with the

traditional fol k music style of Hungarian peasant music can
really sing these melod ies well.

The equal quavers of

Bluebeard ' s and Judith's part when sung in Hungarian, are
full of smaller and bigger accelerandos, of shortenings and
lengthenings of certain tones, of a constant fluctuation of
the tempo within the frame of the main tempo, with emphatic
accents--altbgether, a constant rubato which c·annot be
written in the libretto.

If it were done, the score would

as s ume an extremely complex format--giving directions for
almost every note in the entire vocal score.

Bluebeard's

solo, starting with the sixth measure after ( 3 ) and going
to two measures after

(4), shows the rhythm to be as follows

in Example 23:
Ex. 23

p. 6-7
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When hearing this same passage in performance, in Hunga rian,
it sounds as if the rhythm would be approxima tely tha t as
shown in Example 23a:

translating the opera into a western language of any type,
for the "life" of the melodic lines would be lost, and would
tend to be monotonous.
It is interesting to note, that the orchestra, which
has an outstanding significance and surrounds the singing
parts with an extraordinary wealth of harmonic colors and
melodic expression, is given a melodic role quasi-contrary
to the recitativos of Judith and Bluebeard.
melodies are played by the orchestra.

Long aria-like

Just as the open

melodic form derives from the recitative-style, so the arialike melodies in the orchestra lead to a more closed, symmetrical melodic construction.

These symmetrically formed

melodies are found, for example, in the various scene-iden·f;ification sections and at the beginning of the opera, in the
developments of motif a 1 , at four .measures before (l ) and at

7 <)
{~

five measuren before (5).
The overall musical form of the opera shows a closed,
symn1etrical construction.

Basically the opera is built in

a big three-part form, the first part from the beginning to
(30) (up to the first door-scene), the second from (30) to
( 138) (all the door scenes), and the third from ( 138) to the

end.
J3luebeard '..§. Castle is placed by some musicologists
at the end of Bartok's first period of development, and by
others in his second period.

A compromise is reached when

this work is considered as a transitional work between the
two.

His mature style is fully perceptible in this work.

His tendency for horizontal melodic lines becomes more
marked and his style is also more horizontal.

Haraszti

states, "In pursuing this path, he went through the same
stage as Schoenberg and Stravinsky, that of violent reaction
against the predomination of vertical harmony.

Melody free

from restrictions of any kind and from all the implications
of harmonic sequences, should now be able to soar triumphantly over various tonalities. 1141

All through his creative

life Bartok struggles for a new equilibrium between vertical
and horizontal forces.

In Bluebeard's Castle, Bartok

started with the basic motifs and developed them lineally

41·r
,
t•1, .Q.£• Q.!__.,
•t
l.Larasz
p. ~1:"0 •
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and harmonically.

The short declamatory statements of the

two characters, balanced against the longer melodic lines in
the orchestra, shows that his melodic inspiration is structural.
ic.

This reflects his style as a whole as architechton-

He has achieved a reduction of harmony and simplifica-

tion of melody which moves freely in linear polyphony.

The

symbolism of the text is accurately com.rnunicated by 3artok' s
musical expression.

The projection of the imagery of the

door-scenes is expounded musically by the scene-tonalities
and scene-motifs, and reflect his technique and devices,
which in turn gives an account of his artistic style.

These

techniques and devices--chord individuality, use of modes,
harmonic functions, irregular rhythms, motifs, evasive
tonalities, precise notation, ostinatos, pedal tones, polyharmony, changeable forms, declamatory melodies--are a means
to an end, and their synchronization shows a mastery that is
the product of intelligence and will, and intuition, both of
which are the prerogatives of genius.

The result, in this

case, is a logically constructed, artistically executed
masterpiece.

CHAP'rER IV
ORCHESTRATION
Bartok's unique one-act opera lacks all the external
stage apparatus which was an essential part of the late
Nineteenth Century opera.

He takes nothing directly from

the German or Italian type of opera.

Apart from some

lighting effects and an ordinary set, nothing else is
needed.

I~e fle

cting this bare-stage concept ion the musical

construction of the opera is also devoid of all externals.
There are no arias and recitatives, nor big orchestral
episodes, no overture, and no choirs or solo ensembles.
The stage depicts the dark, gloomy, adamantine walls of the
interior of Bluebeard's castle, with the seven doors behind
which are locked the secrets of his past.

The entire

dramatic development derives from J3luebeard and Judith, but
since these two are almost static figures, the inward
struggle of the soul must somehow be projected. onto the
stage.

The visible symbols of the set and the symbolism of

the text, cannot unaided communicate this struggle to the
audience.
at~osphere,

It remained for Bartok to provide the moods and
and to carry out the underlying feelings of

tension and conflict in his music.

In order to produce

atmosphere and moods in this sense, the composer is faced
with the problem of sheer sounds--rhythm and sonority.
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However, sound

~ ~

means to an end.

is not the goal for Bartok, but is the

The sounds of the orchestra must not only

express the tnoods implied in the text, but must give continuity to the story.

Bartok's motifs and symbolism are en-

riched by their meticulous expression in orchestral colors.
His sensitivity to subtle tonal colors and his very original
style of composition are combined to produce orchestral
sounds of infinite variety.

Never is the orchestra subor-

dinate to the vocal parts, but it surrounds them with a
kaleidoscopic array of tonal colors, enhancing their
expression and meaning.

The techniques and devices that

Bartok uses are never static nor rigid.

Many of them are

used consistently throughout the opera, yet they are always
expressed in different rhythm patterns, harmonic colors, or
instrumentation.

'fhus there is always flux and influx,

never spasmodic or discontinuous.

The tonal colors, the

sheer sounds, of Bartok's orchestration are best summed up
as heterochromatic.

A better understanding of Bartok's

style of orchestration is gained by a closer examination of
his techniques and devices.
The instrumentation for the opera apyears in Table
II, page 77.

The usual number of Strings is employed and

the score indicates the use of two harps.

The Woodwind

section is large, but in performance, it is evident that
certain players double on other instruments--the fourth
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flute doubles on piccolo, the clarinets in A double on B
flat clarinets, and the first two chairs of that section
double on E flat clarinets, while the bass clarinet in A
doubles on the B flat bass clarinet.

It is interesting to

note that in the Brass section, Bartok uses the obsolete
alto trombones, apparently not doubled by any other players.
The only place they are used is in the big chords of the
fifth door-scene, Bluebeard's Domain.
two scenes, the fifth and

th~

seventh.

The organ is used in
Of all the percus-

sion instruments, the timpani plays the most important role,
chaneing pitch regularly, and playing chords as well as the
usual rolls and strokes.

The celesta and the xylophone rank

next in importance because of their use as color instruments.
Besides playing in octaves, the xylophone is called upon to
play three note chords in rapid succession.

The triangle,

bass drum, and cymbals are used very sparingly, and the side
or snare drum, not at all.

Bartok's orchestration will be

e.x.amined in the order of (1) his techniques and devices, and
(2) orchestral door-scene characterization.
Technioues and devices.

One of the most prevalent

techniques of orchestration is "reinforcement," designed
primarily to strengthen a tone or musical passage--not
neces>,arily to accent or "punctuate" the musical scheme,
although this may occur.

One of the more common aspects of

this device is a simultaneous use of staccato or pizzicato
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TABLE II
INSTRUMENTATION JWR 13LUEBEA..1W' S C1illTLE

STRU!GS

Violins I
Violins II
Violoncello
Contra Bass
2 Harps
WOODWII\f.DS
1 Piccolo
4 Flutes (fourth doubles on Piccolo)
2 Oboes
1 English Horn
4 A Clarinets ( ls t and 2nd double on E flat Clarinets; all on B flat Clarinets)
4 B flat Clarinets
2 E flat Clarinets
1 A Bass Clarinet (doubles on the B flat Bass
Clarinet)
1 B flat Clarinet
3 Basnoons
1 Contra Bassoon

BRASS

4 Horns in F
4 E flat Trumpets
4 C Trumpets
3 Trombones (Tenor in B flat)
4 Alto Trombones (E flat)
1 Tuba
PJt~RC USS I

ON

Timpani
Triangle
Bass Drum
Cymbals
Celesta
Xylophone
Organ
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in one par ·t, against slurs in another.

Musical reinforce-

ment may merely add weight to the sound of the note or
passage, or it may alter the tone color, or both.

For

example, one measure before ( 110 ) , violin I begins an ascending scale passage, joined three notes later by violin II.
This type of reinforcement merely adds volume to the part.
The second type of reinforcement may involve such subtle tonal color changes that it is hardly perceptible.

An example

of this is associated with the solo oboe figure at ( 5 ) .
Three meas ures later, after a crescendo, the first and second flutes play one figure of the oboe solo.

On the second

figure, on the diminuendo, only the first flute plays with
the oboe.

Then both flutes are tacet for two measures.

( See Example 24. )

It is only later in the score that this

doubling becomes obvious when the flute rises an octave
above the oboe.
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Another illustration, quoted in Example 25, begins three
measures before ( 29 ) .

A

solo clarinet melody is j oined by

the first and second flute on the first beat.

On the fourt h

beat, a solo oboe reinforces the line for that measure only.
In the next measure, the flutes alone continue the melody
to ( 29 ) .
p. 37
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An excellent illustration of a multiple use of this type of
reinforcement doubling is shown in Example 26, which occurs
in the fourth and fifth measures after (27 ) .

Violin I has

the melody, doubled an octave lower in the cellos.

Violin

I is first reinforced by two oboes, and in the next measure,
by the English horn--for only four notes.

The same thing

happens to the cellos, which are first reinforced by Horn I,
and in the second measure by the bass clarinet for four
notes.

It is interesting to note the dynamics assigned to

these instruments--forte for the strings, mezzo-forte for
the woodwinds and Horn.
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Ex. 26
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Accenting is an integral part of the "life " of the
music.

It can be accomplished either by conventional sym-

bols, such as > , A , or ill, on existing notes, or by adding
new notes, played by other instruments or groups of instruments, to the part to be accented.
11

This device--a musical

punctuation 11 --is used to a great extent by Bartok.

In the

eight measures following ( 7 ) , the woodwinds, strings, and
horns are punctuated on the third beat by the trumpets,
trombones, and timpani.
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At (28), a chordal "punctuation" of the last beat of
9/8 measure appears in the woodwinds, horns, and muted
violins, dwindling during a tie to the first beat of the
following measure.

Simultaneously, the muted violas, cellos,

and contra-basses sustain forte across the barline, tying to
a whole note.

11 his is shown schematically in Example 27

( note the division of the violas).
Ex. 27

horns and woodwinds
violins
cellos,·

----

s

p

p. 36
'1

J

p

l
~

0~

c

()~

....

'

g~

An interesting type
in Example 28.
a clarinet in A.

occurs at ( 41 ), shown

The harp chord is punctuated by a flute and
The flute plays an ascending arpeggio of

the upper chord in the harp, while the clarinet plays a
descending arpeggio of the lower chord in the harp.
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Ex. 28

p. 55

Fl.

Cl.

I

.

-

This is very similar to Bartok 's

~sustained-punctuation~

device, several instances of which occur six measures before
( 18), four measures before ( 19 ) , and at ( 22 ) .

Two prime

examples occur at ( 32 ) and in the third and fourth measures
after ( 40 ) --quoted in Examples 29 and 30, respectively.
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In Example 29, the E-G-B-C chord is sustained piano, by the
first and second oboes, the English horn, first bass oon ,
and four Horns in F.
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(This has been transposed to co n cert

The first flute, doubled by the second a nd third

clarinets, alternate with the seco nd and third flutes on
rapid arpeggios, reinforcing the sustained chord.
esting feature is the triplet

treatn~nt

An inter-

of the arpeggios.

The net result of all this is a sustained chord which shimmers vaguely.

In E:xarnple 30 which is in 4/4 meter, the

whole-note sustained chords are punctuated by the timpani,
on a low C sharp, and by sixteenth note figures in the second
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violins, viola s , and cellos.

In the piano-vocal score,

these two measures are written as quarter note
chords.

sfortz~

The effect in the orchestra is quite different;

the timpani gives the ictus of each beat in the measure,
while the sustained chord grows in wei ght, enriched by the
string fi gures.
p . 54

Ex. 30
\

•·

The "reinf orcements" a nd " punctua tions" are a ma tter
of do ubling .

Unusual doubling also plays a n i mportant part

in creating special effects, ( those of the scene characterization music ) .

For very soft string- pas s ages, Bartok

divides the sections into two, three, or more pa rts, or
a s si gns the music to specific chairs or stands, as in the
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Lake of Tears scene.

The basic factor in all of these

treatments is tone color.

Frequently, Bartok changes tone

color by graduaLLy adding instrwnen ts with a slightly
different timbre, as in the four measures before (13),
where, by a meticulous interplay of instruments, a clarinetbass clarinet duet is changed to a clarinet-English horn
duet.

This is very similar to the change of instruments

shown in Example 25.

At other places in the score, he

changes the color abruptly and without preparation, as between the first and second measures after (1), and between
the two sections at ( 49) and (50).
(49), the music is tutti.

For four measures after

In the next five measures, it is

entirely brass and woodwinds with timpani, and Judith's
vocal part.
texture.

Suddenly, at (50), the music changes color and

Soft harp arpeggios are accompanied

by

the contra-

bass and divided violas and cellos, marked £ianissim£.
At (20), only one solo tone is changed in color.
Previous to (20), the English horn had played the solo
melodic line over a string ostinato.

At (20), on a dotted

half note, the English horn diminuendos to a trii?_le &®.Q,
while the solo clarinet in A, softly begins on a triple
pianQ_, followed by a crescendo molto.

In the following

measure, the solo is carried on by the clarinet, and the
change is made so subtlely, that it is difficult to tell
where one instrument leaves off and the other one begins.
Other special effects will be discussed in the section on
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the door-scene characterization music.
Another device :3artok is fond of using is that of a
"division of labor," sometimes called 'shared labor."

This

technique distributes among two or more players a passage
which might prove cumbersome or difficult for one player to
handle.

An example of this is the long sustained trills of

the first door scene, which are sustained continuously in
the clarinets for fourteen consecutive ;neasures.

One clari-

net could not possibly trill that long without a breath, but
two clarinets, alternating every two or three measures,
make this possible.

In the same scene, this "division of

labor" also occurs in the flutes, which trill for seventeen
consecutive measures.
One of the devices used. most frequently by .Bartok is
the "additive crescendo, 11 in vvhich the cresceJ1do is achieved
by progressively adding more instruments, so that the music
becomes not only louder, but also thicker in texture.

Good

examples of "additive crescendo" are to be found at (2),
three measures after (5), and four measures after (27).
'rhere is an extended one, between ( 114) and three measures
before (118), which fluctuates in dynamic level, but each
time the crescendo is renewed, it becomes louder than before, building up to the climax at the measure before (118).
At (24) there appears the opposite of an "additive,
crescendo"--a

11

subtractive-diminuendo"--in which the instru-
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mentation gradually becomes thinner.

Here, the chord is

attacked by the oboes, English horn, two clarinets, bass
clarinet, stopped Horns, and illuted trumpet, while the
violins have the main melody.

In the first measure, the

third and fourth Horns and the second oboe drop out.

In the

next measure, on the second beat, the trumpet drops out,
followed on the third beat by the first and second Horns
and the first oboe.

In the third measure, after two beats,

the English horn and the bass clarinet drop out followed
after the third beat by the second clarinet, leaving the
first clarinet to go on alone.

Another excellent example

is found in the eighth measure before (112).

As the

melodic line descends, the instruments gradually drop out,
leaving only the violas and cellos at (112).
Orchestral door-scene

characte~ization.

The first

scene is characterized by the trills and tremolos of the
clarinets and the violins, and by the rapid modal scales
played by the flutes, oboes, clarinet, and xylophone.
These scales and trills are punctuated by harp chords,
which are reinforced, in the same manner as is sho'Nn in
Example 28, by the bassoons, third clarinet, two oboes, and
the second and third flutes.

The "tremblings and shudd.er-

ings'' of the orchestra depict the blood-encrusted torture
devices, while the piercing scales make one hear shrieks of
fear and pain.
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Door-scene two, the Armory, is depicted by the main
niotif, played by the trumpet and echoed later by the first
Horn, which sets the martial mood as Judith examines the
implements of war.

As Judith vrcdks along

-~he

beam of light

that issues from the open door, her vocal line, in imitation of the woodwind motif, is almost tender.

Here, at two

measures be fore ( 46), her only accomrJan iment is in the
cellos, two of which play a short solo figure introducing
her solo, with the rest divided into three parts.

As Blue-

beard sings of the cooling effect of a bleeding wound, two
measures after (51), the bubbling effect of the thirtysecond notes in the violas and cel.Los is enriched by the
harp in rapid arpeggios.

This is another example of

"punctuation" of a special effect, which is quoted in
Exam}lle 31.
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Ex. 31
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The third door scene, that of the Treasure Chamber,
employs numerous devices.

The glitter of jewels is par-

trayed by a four-note flute chord flutter-tongued, ·w ith
tremolo harps, a celesta, tremolo strings, and a bright D
major chord on three B flat trumpets.

The first harp

tremolos down from A to F sharp and the second harp tremolos
up from F sharp to A.

The celesta plays ten notes per beat

on high D major arpeggios.

The only strings used are the

violas and cellos, both written in the treble clef, and
divided in two parts.

The upper viola part is a D-A .!lQ.!!

divisi chord, marked Flag. sul II.

These "flageolet " notes,

which are n atural harmonics, are used to produce an ethereal effect.

The lower viola part use s the same s cheme on a

lower tone.

The cellos are treated in the same fashion.
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This orchestral effect continues for forty-four consecutive
measures, and is maintained in the wind instruments through
"division of labor."
In the fourth scene, the Magic Garden, occurs the
11

night music 11 of which Bartok was so fond throughout his

life.

Once more the four flutes flutter-tongue.

The harps

tremolo in enharmonic unisons (synonym) an octave apart.
The first violins are divided into three groups:

the first

group is divided in two, on an octave E flat, and the second
and third groups are each divided in two, with bowed and
fingered tremolos, ..P..EJ2 and muted.

The second violins are

divided in four, muted, and have bowed and fingered tremolos.

The violas are the same, but are divided in three.

The cellos are divided by stands--the first stand is muted,
.l2J2.E with bowed and fingered tremolos.

The second, third,

and fourth, unmuted, sustain a soft low E-flat.

Amidst this

ethereal shinwer of notes, the solo French horn plays the
main melody of the scene, motif ,1.

Starting four measures

after (73) the orchestra develops a tremendous additive
crescendo leading to the next scene.
Bluebeard's Domain, the fifth scene, is characterized
by the major chords of motif J2,, played by the full orchestra
and organ, at triple forte.

The parallel chords move about

in whole steps depicting the vast expanse of Bluebeard's
estates.
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In marked contrast to the huge chords of the fifth
scene, are the "gray," A minor arpeggios of the Lake of
Tears.

The treatment of the main theme is very unusual.

The first flute ascends on a scale passage, but rather than
descending again, trills on its highest two notes.

The

first harp glissandos from low A to the G above the staff
and back to A.

The second harp plays the same arpeggio as

the clarinet.

'rhe celesta plays the same scale passage as

the flute, but descends again.

The accompaniment is an A

minor chord, played by tremolo strings, muted and divisi.
Assisting on the chord are the first and second Horns, and
the second, third, and fourth flutes.
the gong has a roll from

~

to

~

In the percussion,

and back to

the timpani softly rolls on A and E.

~'

while

The "sadness" of the

chord and arpeggio is deepened by these orchestral colors.
The last door-scene, that of the Three Former Wives,
is introduced by solemn repeated chords in the oboes, bassoons, a.nd bass clarinet, and the low strings which sustain
the chord.

This brooding theme introduces the main motif

of the scene, motif

1,

played by the first and second B flat

clarinets in octaves, with a counter melody in the English
horn.

The three former wives file out, as if they were in

a funeral procession, for they are spiritually dead.,
The opera ends as it began, with the same dark,
gloomy tones in the low strings and timpani, depicting the
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castle itself.
The orchestration of this opera has been shown to be
the musical expression of the motifs, of the door-scenes,
and of the tens ions and conflicts of the text.

It is evi-

dent that Bartok's creative imagination, mastery of the
various techniques which have been discussed, and full understanding of the potentials of orchestral sounds, has led to
the creation of a modern masterpiece.

His sensitivity to

tone colors has been shown to be the determining factor in
his choice of instruments.

His meticulous care in the place-

ment of instruments to achieve those colors, and the dynamic
contrasts in each chord as well as in the work as a whole,
demonstrate the workings of his keen intellect and extraordinarily refined taste.

The complex appearance of the

written score, and the deceptively uncomplex sound of the
score, are still more evidence of a truly artistic composer.

CHAPTER V
SID~lltY

AND CONCLUSION

The story of Bluebeard has been the center of many
theatrical and musical works.

From its mystery-shrouded

origin, the legend and its principal characters have experienced numerous transformations.

Charles Perrault's

tale, the first known published version of the story, served
as a basis for all succeeding treatments of the theme. which
have handled the various characters differently--at times
stressing Bluebeard, and at other times, the heroine.

The

theme of the Bluebeard legend has appeared in literature in
delightful fairytales and in several dramas, both tragic
and comic.

Musically, the legend has been employed in

numerous operas and as a ballet-burlesque.

The treatment

of the characters, the keys, and the doors have been as
varied as their many settings, culminating in the intense
symbolistic drama, Bluebeard's Castle, by Bela Balazs.

His

one-act drama was suggested by the three-act tragedy,
Ariane et Barbe-Bleue, by the great Belgian symbolist,
Maurice Maeterlinck.

The symbolism in Balazs' version is

the salient force of the drama.

It is this feature that

Bartok exploits in hts musical treatment of the text.
Drawing from his ancestral background and keeping
faith with the true Hungarian folk-idiom, Bartok achieves
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in Bluebeard's Castle a National form of
parlando-recitativo style.

e2~pression

in the

A complete assimilation of the

folk-idiom and a thorough knowledge of the main-stream of
music, past and present, together with his own inherent
genius, account for Bartok's unique and profound musical
style.
To better understand Bartok's work, it must be realized that it was his purpose to revitalize the already
exhausted, over-refined music of Europe with a transfusion
of new blood from the peasant music of Hungary.

Character-

istic traits of Hungarian folk music are present in his
music--ornamental arabesques, rapid pas sage -vvork, trills,
ostinatos, leaps into strange intervals, unsymmetrical construction, irregular bar formations, frequent changes in
meter, and sudden juxtaposing of quick and slow motion. 4 2
Bartok builds his opera from small musical motifs.
He combines and develops these motifs into a rich harmonic
and rhythmical structure.

Each scene has, as its signature,

its own motif, which determines that scene's character.
Bartok employs both chordal and scale motifs.

The latter

makes use of the ancient church modes, the pentatonic,
chromatic, and whole-tone scales, as well as the diatonic
ones.

'rhe use of these many different scales and motifs
42

Le ich ten tri tt, Hugo, "On the Art of 13ela Bartok, 11
Modern Music, 6:8, March-April, 1929.
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never gives the music the impression of being heterogeneous.
Rather, their gradual development within fluctuating tonal
centers is basic to the overall form of the opera.

The

vertical element dominates the music and the poly:phonisation
of texture, which is found throughout, is chordally inspired;l:3
The artistic construction of the opera reveals the profundity of Bartok's nature.

As .i'/Ioreux points out, "'rhe musi-

cal techniques employed are astonishing, and their
synchronization shows a mastery which is certainly not the
product of intelligence and will alone, but also of an
intuition and a close relationship with the deep, instinctive sources of life."44
Bartok's orchestration of the opera is a magnificent
study of orchestral colors, both subtle and bold.

!lis

thorough knowledge of the orchestra is revealed in each
measure of the score--the doublings, effects, and devices
show a meticulous and vigorous, yet sensitive, handling of
orchestral techniques.

Bartok has created a masterpiece of

musical imagery, shown best tn his artistic treatment of
each of the seven door-scenes.

The awtifs and harmonies of

the scenes are enriched by the orchestral colors and sheer
sonorous effects, thereby producing in each scene a

43

Ibid.

44:Moreux, ..Q.Q. cit., p. 109.
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convincing expression of the intense psychic emotions.
The opera produces a striking effect on its listeners.

;,roreux puts it very succinctly when he writes:
We are, as it were, invaded by a flux of sometimes
contradictory images, operative at every level of our
being, through the inflexi b.le consistency of the music,
the sustained drama, the tenacity with which the work
as a whole leads our imagination towards every possible
source of symbolism, and the irresistible attraction of
the orchestral acco,npaniment which gives the ;-aood of the
whole piece volume and resonance.45
Bluebeard's Castle has proved to be a giant among the

contributions to Twentieth Century opera literature, and
ranks beside Berg's Vvozzeck, and Debussy's Pelleas et
l\IIelisande.

Bartok seems to have summarized the significance

of his own contribution to music when he says:
Kodaly and I wanted to make a synthesis of' East and
west. Because of our race, and because of the geographical position of our country • • • we felt this was a task
'Ne were well fitted to undertake.
But it was Debussy,
whose music had just begun to reach us, who showed us
the path we must follow • • • Debussy's great service to
music was to reawaken among all musicians an awareness
of harmony and its possibilities. In that, he was just
as important as Beethoven, who revealed to us the meaning of progressive form, or as Bach, who showed us the
transcendent significance of counterpoint • • • Now what
I am always asking myself is this: Is it possible to
make a synthesis of these three great masters, a living
synthesis that will be valid for our time?46
Bluebeard's Castle, a work of high importance in the
development of Bartok's musical style, in the opinion of' the

45lbid.
46_
Mellers, op. cit., p. 209.
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present author, does reveal the accomplishment of that
synthesis.
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